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I-ORIiWORD. 


A WORK of tliis kind will hardly need any apology, for its utility is 
sufficiently obvious to coinraend it to all earnest students of the 
oigan. Ihcrc seems to be nothing in existence quite like it, 
although it must often have happened that young players, confronted by 
some unfamiliar system of stop-nomenclature, have felt the need of a 
rna.nual such as this. The art of organ building has made enormous 
strides during the past thirty years, and various builders have added vastly 
to the resources of the instrument, both as regards tone and mechanism. 
Jn the meantime some stop-names have fallen into comparative disuse, 
while many more have been devised, and have met with partial acceptance. 
Although various attempts have been made from time to time to evolve an 
univ(.!rsal system of nomenclature, we are, at present, in a somewhat 
chaotic state, for even in our own country we are continually confronted 
by the difficulties which of necessity arise through stops of a similar 
charac.lcr being called by more than one name, or (and this is more 
))u/,zli»ig still) stops of varying effect being designated by the same term. 

It is th(! function of this manual to make provision for this unsatisfactory 
stal(t of affairs, rather than to attempt to remedy it. From a long personal 
friendship with the autlior, (combined with a careful study of his writings 
on organ matt(!rs in the musical [U'ess for a number of years, I feel that I 
shall Ixi voicitig the opinion of many others if I say that there is no one 
more highly (ptalified to undertake a work of this kind than he. That 
|)art of the l)ook dcalitig with stop-names at present in vogue in England, is 
the outcome of many years study, combined with a practical acquaintance¬ 
ship with every important organ in the country. The section treating of 
Continental nomenclature has been tested by the author in the course of 
his travels in France, Germany, Norway, Holland, Belgium and Switzerland, 
and is, moreover, largely corroborated by one of the greatest of French 
experts, while the inclusion of the names and descriptions of obsolete 
stops will be of special value to those students of old specifications who 
may desire to realize what the organs of the past were really like. 


FRANCIS BURGESS. 







PREFACE. 


I N projecting this work two courses appeared to me to be open to 
adoption. The first, entailing the rigid suppression of all personal 
opinion, at once commended itself as the orthodox and preft‘ral)lc 
method of compiling a Dictionary. But having tentatively composed a few 
sheets within the severe confines of this scheme, it soon became evident 
that not only would such a mere collection of formidably and monotonously 
technical details be entirely unacceptable to organists in general, but thaty 
also, unless some means were adopted of criticising the diverse modes of 
treating various stops, the book would be hopelessly indefinite in the 
nature of its information. 

I have therefore selected the second course, and been so far emboldened 
as to include in the work expressions of personal opinion, and the results 
of my own heuristic observation. It is, of course, distinctly to be under¬ 
stood that these personal opinions are in no sense put forward as cathedrd 
pronouncements, or as mere dogmatic assertions to be swallowed, so to 
speak, as a pill. 

Entirely unconnected as I am with the organ building profession, and 
having acquainted myself with the work of all the foremost English 
builders, I have felt entirely at liberty to enlarge the description of various 
stops, and, thereby, in no small measure to augment the general utility of 
this work, by unusually copious references to organs in which they find a 
place. ^ That some names occur more frequently in this connection than 
others is due, mainly, to the fact that they are those of builders, the particular 
characteristics and the general modernity and artistic merit of whose work 
have justly demanded especial notice or comment. It is not possible to be 
altogether impersonal in a work of this character. But I have not been 
unmindful of the fact that the possible success of this work must, in no 
small measure, be depeiident upon the degree of impartiality instilled 
into it 

Having adjusted these matters of polity, it remains to review the 
general scheme of the work. In the first place, every effort has been 
•made to deal fully and practically with modern stops. In occupying one¬ 
self so much with details, one is, perhaps, at times, apt to lose sight of 
principles. I have, nevertheless, attempted, out of the chaotic state to 
which the modern discoveries seem to have reduced organ tone, to 
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fnniK*, a few (ou.Hiructivti principle*.*; of tonal clasign, and at any rate to 
indicate the? tr<aiid of modt^rn thonpjit, Uterc ia but scant merit in 
<jcnlru<'tivc criticjarn^ aa,vc in jjo tar as it opens the ftalh to a more j>erfect 
and <*onjpl<ne a[)prel>cnsion of turxlanasnlal truth. HmHC matter.s, however, 
are dis< tisfaal tma<^ spe<Mrieally and in a, somewhat more dkgage style 
than is here* fitting' in a brief and informal broehiire issued by the 
preraait writer abotit a ytar and a half ago, and entitled ** Tonal Design 
in Modern Organ Building.” 

In lint i)re.sont l)ook, also, is included for the first time a detailed 
de.seription (T the many tonal inventions of Mr. Hope-Jones, some of 
which iKive lar/i^cly in/hienecd modern organ building. It is in the hope 
that orga,ni‘;ts and organ buikhjrs will cease to r<.‘gard thc.se latter as a 
nuaa* ahtantdahra with which to conjure, and will grasj) their inner 
significance, that they are here described with such detail. My own 
altitiufi^ towards Mr, Hope*Jones’ work is defined elsewhere—in a foot¬ 
note to j). lo/j, Anfl henj 1 would lake; the opportunity of protesting 
against llu* habit, wbic.h just now s(!(tm.s fashionablt;, of endeavouring to 
disparage! bis origans in every possible manrutr. Tlic Wor<!estcr Cathedral 
organ was rec(*nlly <i<!scrib{‘d to iih*. as the mo.st noi.sy machine in the 
county, by a, irnui, who, as I alterwanlf; discovitrcd, had be(!n among the 
fir,St tf» ffi*.';(!ribc! it in a published l<*Hti}noniaI, as n)agnifi(!enl. 'fliis organ, 
which sutfi*rf; from Ixiinp, badly placcsl, and from iHunga [)ione(*r instrument, 
certainly liafi a Ireincndoiif; res(trv(! of but it docts not therefore 

follow liiat tbi.s re.scrvt! i.s c.onstanlly to 1 h! drawn upon. No single instru¬ 
ment, I *aippos(!, has of recetit years, more intluenced the standard and 
( iiaractc*!* of voicing^ throughout the country than tlii.s one. The Hope- 
joiH*s ori'an, in fine, is hasisl on tonal lines va.stly differing from the 
conv<!ntional, and if the stops Ixj liandled like those of any ordinary 
in.*iirnnH!t»l, ean it h<! (!X|)ef;U!d tliat the result will he otherwise than 
inrongjuous ? (!(!rlainiy in ac(ai.slomed hands, fhe.se instruments are pro¬ 
duct ivt! of ih(! most .splendid effects, considering their size. It is not 
con<!civah]e that any ma,n can form a fair estimate, either good or bad, of 
a lUtw sy.stem of organ building from, may he, a scratch half-hour’s playing 
on out* single insinmumt. I plead for a little more knowledge, and a little 
l<‘s.s of this shallow and perfimc.tory opinionizing, which cannot be dignified 
by flu* title of (a'iti<!ism. Having inspciicd in all some twenty instruments 
built cm the Hope'Jotie.s tonal .system, I am able to vouch for the general 
accuracy of .such (h!.s<;ription.s. And the same policy has been adopted in 
the (*asc of otlujr lu^vel stop.s of value. 

Souk* Hurjmse may possibly lie felt, that, contrary to the accustomed 
prer*c(l<!nt, 1 liavc not reiterated the staple stock-in-trade arguments levelled 
against Celestes, Tremulants, and Vox liumanas. The reason, a simple 
one, j.s, that I am honest enough to confess (be it a matter for confession 
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at all) that, when used with due moderation, I hnd nothing objectionable 
in such effects. 

Nor do I hold it at all essential to the well-being of the organ, to 
declaim against the so-called overgrown modern Swell organ, alleged 
orchestral imitation, and the supposed deterioration of modern organ tone. 
A cursory glance through organ literature, reveals the astonishing fact, that 
for upwards of a century, organ tone has been affirmed to l)c in a rapid 
decline. Maybe the edict will soon go forth that the Pan’s Pipes or 
Theophilus’ primitive metal pipes are, after all, the beau ideal of organ 
tone. Though it is, unfortunately, the case that, in the ordinary run of 
circumstances, one seldom meets with a church organ in all respects even 
tolerable to a cultured ear, yet it is surely the work of the most eminent 
modern artists which constitutes the standard in relation to which such 
judgment is framed. Again, let such stops, ancient and modern, as can 
be appraised on a common basis be compared, let the work of Father 
Smith be contrasted with' that of Father Willis, and I venture to assert 
that the ‘‘deterioration'' bogey will take refuge in precipitous flights 
The homage of the antiquary, however much one may sympathize with it, 
must not be permitted to obscure the faculty of sound judgment* It is 
possible to exaggerate reverence for old work until it degenerates into a 
tyrannical disparagement of the new. 

It is, perhaps, peculiarly the fact that musicians, and especially organists, 
lack very much in the broad catholic spirit. Perchance it is for very 
jealousy of the sanctity of their Art But no sooner does an organist 
express his admiration for the solid German school of organ music than 
he forthwith proceeds to inveigh against the levity of the French school 
The diatonic spirit of Bach’s works but serves to him as an incentive to 
tirade against the chromaticism of Spohr. Yet abolish chromaticism, and 
you sacrifice that, which—apart from its own intrinsic value—by very force 
of contrast conspires to enhance the dignity of the diatonic style. Even 
so, by reason of the frailty of man, may the “fancy” effects of the organ 
serve the more to display the breadth and sonority of the unimitative stops, 
as the setting may heighten the lustre of the jewel Speaking with all due 
deference, it is surely not merely unwise, but also unjust, to ignore the 
claims to recognition of the vast school of French organ-playing. 

So far as has been practicable, scales of average measure have been 
appended to the descriptions of important stops. fhey are mainly 
intended for the information of amateurs. It has never appeared to the 
writer desirable or seemly to attempt to teach the organ builder his own 
profession, nor can he too definitely point out to those responsible for the 
compilation of specifications the utter absurdity of the seemingly not 
uncommon sciolistic practice of copying out from some such work as this 
certain scales, and of then enjoining their use on the organ builder. Apart 
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from th(5 factlsi that a |»;() 0 (l buihhjr'^* may saiely be trusted to know his 
and that dinbreni builders are at tiieir best when dealing severally 
with dirfercaU seahts, it In not for one moment to be supposed that the 
s<ales given in this volume are all of a standard equally adapted for 
im^orporation ir) any onti organ. Provided he is sufficiently well informed, 
an organist is undoubtedly within his rights in ^Mesigning'^ an organ—-to the 
extent tluil with him rests the decision whether the (heat organ is to contain 
a Ilohbldte or a Waldildte or a'fihia, a Trumpet or a soft Tuba, the Swell 
a (Jornofatan or an Oboe, and so forth-hut the dictatorial imposition of 
arbitrary scaling is entirely outside his lawful province. The more carefully 
th(!se distinctions are recognized, the more ready will organ builders be 
to listen to any suggestions. In the case of the various stops of novel 
strmlurc included in this hook, the matter rests on a somewhat different 
basis. Here siu^h particulars are given as may well serve as a general 
gaid(5. An<l under Diapason 1 have commented on what, I am convinced, 
is a distinct abuse of Scaling. 

In these; days of [)rogress, such books as this are necessarily of but 
fleaUing and shortdiv<;d tecimical value. One invention presses hot upon 
tlu; rooistt;f>s of its pnsU^ccssor, with the result that in the space of a few 
years, tlu; whoU; aspect of any technical science undergoes transformation, 
hivim while this Ix^ok was passing through the press, it was necessary 
to insert d(;scriptions of various new stofis, in order to ensure the work 
b(;ing ahsolutc.ly up iodatc;. for this reason 1 have striven to render the 
pres(;nt book of sorm; historical interest. In this connection, there is one 
point only reepuring explanation, and that is, that in the cases of obsolete 
or obsolescent stops, the recorded instances ot their employment have not 
nece.s.sarily reference; to organs still extant, though, of course, where 
possible, existing instruments have been drawn upon. 

It was I'elt that in many cases some explanation of the origin and 
meaning of the various stop names, would be a source of interest to 
read(;rs. In the prosecution of this task, free use has been made of a 
‘‘Dictionary of Etymology"' by the author's grandfather, the late 
Mr. Ilensleigh Wedgwood, M.A., sometime Fellow of Christ College, 
(Jambridge. I’he fact that this Dictionary is based almost exclusively 
on the theory (then regarded as quite exceptional, and afBrmed by him in 
opposition to the contentions of Professor Max Muller), that the formation 
of words is mainly to be attributed to a process of onomatopceia, that the 
radical basis of articulate sound is mainly imitative of natural sound— 


* Of course, the numerous “jerry^builders”—obscure or notorious—are entitled to 
no consideration. They rank trade before art, commercialism before emulation. No 
gane person will ever consent to have dealings with them. The present abominable 
system of competition by tender, rather than selection according to merit, has much to 
answer for. 
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will at once betoken the peculiar pertinency of itn use in connectiVm 
with the largely sonant origin of organ stop terminology. It is r,nm)v,\y 
necessary to observe that the stop nomenclature of tlu; middle ageji drawfj 
very largely upon what is commonly designated *Mog-Laiir)/^ 

At the close of the book is appended a brief Phonetic Pronouncing 
Vocabulary of Organ Stops for the convenience of students. 

Though I have endeavoured to systematize the work as uniformly a.s 
possible, absolute consistency of treatment would in some cases have 
involved repetitions or extensions calculated to enlarge the work to a 
degree entirely incommensurate with the ensuing advantage. 

It was my original purpose to have prefaced this book with certa.in 
prolegomena treating of the tonal development of the organ an<l (he 
rationale of “voicing,” but the idea was discarded upon my finditig that 
these subjects could best be dealt with, to the avoidance of va,in nrpetition, 
in the body of the work. 

It will, perhaps, be well to point out to American and Contimaital 
subscribers that the references to organ building in tluiir (!ounlri(;s are 
intended solely for the information of English orgarusts, and do ncjt 
pretend to be exhaustive. 

As regards the general literary style, thcj (lifdcuilly of prcscailing ma,tl,<?r 
of so technical a description in a readable garl) will be a[)parenl to a,II. 
Anglo-Saxon purists, who resent the over-free intrf)diiction irUo tlu^ ICngliiili 
tongue of words of French origin, must perforce admit that in a work like 

this one, dealing from cover to cover with one subject, constant us(* of 
such terms is from the very exigency of the case unavoidablcj. 

One emnot be sanguine enough to hof)c that .so lengthy and so 
technical a treatise can have escaped error. I can otdy say that I shall at 
dl times be grateful to any of ray readers for corrections, or sugg(;Hlcd 
improvements, for embodiment in a second edition, should such, p<jrchanc(i 
ever be in request. ^ 

In conclusion, it is a pleasant duty to tender my thanks to the 
subscribers to this work, whose names are printed at the end thereof: 

I have also to acknowledge my indebtedness for much valualdc information 
to friends too numerous to mention individually. The name of I )r. (Jaliriel 
Bedart, Professeur agrigi de Physiologie at the University of Lille, (lernamis 
however, special mention as that of a learned and practical orgean experg 
who has contributed many interesting items of French organ building! 
And lasri but not least, my friend Mr. Francis Burgess, who in addition 
to the lucid “Foreword” is responsible for many useful suggestions 
commands my heartfelt thanks for having, amidst the stress of an unusually 
mdustnous life, freely granted me his most assiduous and invaluable aid 
in the rather formidable task of revising the proof sheets. 

York, October, igoj. 


J. I. vv. 





PRltl'AClt TO THR: SltCONl) liDlTION. 


T niC rctnarkably cordial recei;)tion of this work at the hands of the 
and of the organ-loving public generally, has altogether 
siirj)aHS(;(i my anticipation. It has, in truth, revealed the existence 
of a largcj and ever increasing body of organists who are taking an active 
and inteHig<a)t interest in the tonal develoi)inent of their instrument Such 
a stale of affairs assuredly augurs well for future j)rogress. 

In t)rci)aring this second edition for the press, I meet a wish expressed 
that I should gather up in a few words the thnsads of the several tonal 
<;volutior)ary t(ii<lc.;nc:i(;H manifested during the j)ast century. References 
to tonal achievements illustrative of the general trend of my remarks are 
promine.nt in the icM of this book ^ 1 accordingly leave them largely out of 
prcscuit c:onsideration, 

W(^ move in an age marked i)y nnich clash and transience of opinion 
as to what constitute the foundation principles of organ building. Small 
matlcT this warring of belicjfs ; for when was there brought to birth a Wonder- 
c:hild without the preceding travail and anguish ? Put if in scrying beyond 
the ephemeralities of the moment one fact emerges c'.Uariy, it is that the 
modern organ has come to stay, having won .all but universal acceptance. 
We have rounded the nadir j)oint c>f the ]>eriod of reaction which inevitably 
succeeds the introduction of any new product of human ingenuity. The 
modern organ no longer has need of any Apo/o^ia^ it has vindicated its 
claim to be regarded as a step forward in progress. 

If we review in broad outline the history of the organ during the past 
century—“the wonderful century,as the venerable Dr. Alfred Russel 
Wallace has characterized it—we shall find that the tonal progress achieved 
may be relegated to three distinct streams of influence. Two of these had 
their source on the Continent, the third represented the adaptation to 
organ building of those scientific methods which gradually permeated all 
departments of industrial life during the latter half of the century. Dr. 
John Camidge, of York, and William Hill were responsible for the first 
influx of new ideas. From the various foreign musicians who frequented 
the colossal pioneer Musical Festivals in York Minster—abiding witness to 
the value of such institutions—Dr. Camidge learnt of the magnificence of 
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the classical examples of Continental organ building; and in William Hill 
he found a man of progressive ideas, who blended the newer methods with 
the best traditions of English organ building. Thus, so far a.s ICnglish 
organ building was concerned, were laid the foundations of the new 
science of tonal design. For the first time, broadly speaking, the ICnglish 
organ took shape: scientific design, albeit of a rudimentary character, 
replaced chaotic empiricism. One has only to contrast the average 
English organ of that period with the Continental instruments with their 
C compass, adequate pedal organ, subunisonal foundation and well built 
up chorus and mutation work, and then turn to the outcome of Camidge's 
and Hill’s joint labour in the shape of the York and Birmingham Town 
Hall organs, to perceive the great significance of this epoch in the annals 
of English organ building. 

The next step was heralded by the Exhibition of 1851 , promoted by the 
Prince Consort, at which English builders gained the opiiortunity of studying 
representative French and German organs at first hand. Henry Willis, tlic 
brothers Bryceson, and others, introduced much that was valuable of Frenclj 
methods. In some few respects, on the contrary^particularly as regards 
the practice of slotting and the gradual disuse of wood manual j)ipes 
the entente^ cordiale with the builders across the Channel proved a veritabh^ 
fons et origo malt, from the dire effects of which we have but recently 
reached the convalescent stage. Fully compensating for this, however, 
came the introduction of string voicing, harmonic flue and re(;(l voicing, 
and the French system of reed voicing on the basis of which Willis reared 
and developed his own unrivalled work—though the subsequent develop¬ 
er^ tielongs more properly to our third epoch of progress. 

Edmund Schulze’s Exhibition organ attracted so much attention that he 
secured a commission for the large Doncaster organ, and thereafter for 
several other instruments. His work influenced English voicing very 
considerably, and although from our present day point of view seriously 
imperfect in many respects, both of detail and design, it nevertheless 
rernains a monument to his genius and to the perfection of the German 
style, exceptionally noteworthy for its period 

>1,great stream of progress-iS? associated primarily, I consider, 

Hope-Jones. The well-known 
word opeproach, that a prophet is not without honour save in his own 

MveT;’l am t°o personalities. 

Alive as I am to the tendency of the fascination of the hour to glamour 

one into investing contemporary events with undue importance, I sirnS 

seem extravagant, perhap, when I suggest that coLeivably this th^d 

P wi rank in the judgment of posterity as considerably the most 

so far as the subsequent development of the organ is concerned. Its main 
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characteristic is, as I havt; alr(SHly indicated, the direct application of 
stacntific rnnihoils to orfr,an bnilding, and, with that, the shajiing of the 
organ to express tlu; more adeijualely th(t imisical reipurenuaits of the age. 
The point is so constantly (^l:d)orate<l in th<5 body of this tiook that I am 
ntlieved of all ncaassslty of emphasixing it here. SuHhu; to say that perhap.s 
th(^ main fruit of this tonal harvest has been the (ktvcjlopmenl of the sus 
taming foundational power of the inslniment, tluj infusion of far greater 
variety and wealth of tone-colour, and the conscijuent better adaptation of 
the organ to take what is called a ** free part'" in the '‘accompaniment’^ 
of vocal music. 

The study of history subserves a purpose far more important than 
that of ministering merely to our retrospective propensities, and our 
interest in bygone times. It enables us to peer beyond the things of the 
moment, and to apply the lessons of the past to the problems of the 
[>resent, to look forward into the more immediate future. Even a super¬ 
ficial study of the tonal and mechanical evolution of the organ reveals how 
curiously shorhsiglitcd has been much of its treatment in the past- 
witness the exagg(iraUxl cult of Miixturc; work, due to mechanical limit¬ 
ations of th(5 wimklistrlbuting machinery of the organ, 'Fhe tendencies 
of the past cimUiry present to us a fascinating study, the importance of 
which, as affecting the future of the organ, it would l)e difficult indeed to 
ov(T estimate. Signs arc not lac:king tha,t we have amongst us those who 
are devoting to presenUlay problems the same love and care which has 
charactiirixed the pioneer workers of the century past. That their labours 
may be as richly rewarded will be the earnest hope of all true lovers of 
the organ. 

Save for a few necessary textual alterations, this edition of the* 
“ Dictionary of Organ Stops ” corresponds fairly closely with the originai^ 
edition. 

J. L W. 

2, Kelfield Gardens, 

North Kensington, W, 

August, xgoj. 
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'I'lrE following hooks arc referred to in the course of this work:— 

Adams, A. A eonipcndious Dictionary of the Latin Tongue. Second 
Edition, I'klinburgh : 1814. 

Adlun^, Jakob* Musica Mechanica Organoedi . Berlin: 1768- 
Museum, press mark: 7896aaa 31. Adlung was born at 
ICrfurt in 1699. 

Allihn, Pasir)r Max. - Die d'heoric und Praxis des Orgelbaues. This is 
an enlarged atid modernixed edition of TopfePs celebrated work. 
It treats exhaustively of the theory of scaling, etc. Pastor Allihn^s 
book is one of considerable vahu,;, althougli the chapters dealing with 
o.ction ^' work, especially, stand i)adly in need of revision. 

Bedos de Cellos, D^m Jean Frangois.-™I 7 Art du l^'acteur d'Orgues. 
Paris; 1766 78. Hedos was born at (Iclles in 1706, entered the 
Bc*nedictine Order at 1 ouloiise in r 726, and died at St Maiir in 1779, 
He was practically engaged in organ building, an<l instruments 
containing some of his handiwork still exist at Hexiers and Dax 
Cathedrals, and elsewhere in France. Dom Bddos was a member of 
the Bordeaux Academy of wSciences, and a f k)rrcHponding Member of 
that of Paris, It was, indeed, at the request of the latter body that 
he undertook bis monumental treatise on organ building. JDom is an 
abbreviation of Dominus^ still the title of monks at the present day. 
We find, in our own country, the cognate title, Sir, accorded in 
mediaeval times to priests. See also Hamel 

Blewit, Jonas (ob. 1S05),-—Organ Voluntaries. London. 

Boxburg, C. L--— Ausfuhrliche Beschreibung der grossen neuen Orgel in 
der Kirche ^u Sr. Petri und Pauli zu Gdrlitz. Gdrlitz; 1704. 

Brewster, Sir David* .-Letters on Natural Magic. London: 1832. 

Burney, Dr.- -Tour in Germany and the Netherlands. 

Casson, Thomas. —-The Modern Organ. Denbigh: 1883. 

Cavaillf^-^ColI, Aristide.— Etudes Exp^rimentales sur les Tuyaux d'Orgues. 
Paris: 1895. M^moire pr^sent^ k J/Acad^mie des Sciences le 
24 f^vrier, 1840 : Note Lue k FAcademic des Sciences dans sa stance 
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The following are the tones generat^.d by a vibrant string, or column 
of air confined in an open organ pipe :— 

etc., etc., 

r 8. Twenty-second. 

7. Flat Twenty-first 
Harmonics 6. Nineteenth or Larigot 
or . - 5. Seventeenth or Tierce. 

Overtones. 4. Fifteenth. 

3. Twelfth, 

2. Octave. 

I. Fundamental, or prime, tone 

The first of these harmonics, the octave, is known also as the sc<R>nd 
partial, or first upper partial 

A sfopped organ pipe generates only the odd-numbered partials, 
Fundamental, Twelfth, Seventeenth, Fiat Twenty-first, etc. (But see 
footnote under Bourdon). 



EXI’I.AN'A'I'ORV. 


EXPl.ANA'riON OK MKASURICMI'ltsT'I's RELATIVE TO THE 
SCALING OK KII'EH. 


C(XX' 32 ft c. 
iXlC » 16 ft c 
8 ftc 


T. C «■ I’enor C. 
Mid C - Middle C 
dr. C »a Treble C. 


I he width ol (he mouth of a flue pipe is measured according to the 

rop„rtKm u boars to the circuatfercnce of the body of the pipe. \hus\ 

oneiourth 0 ? ^; 
in two 

. y. »y a ).,oIutL incasuiomoiit, and l)y relative measurement. The first 
“'If '‘ j 7P>-eseut.s no difficulty. But when the mouth 
.’.u<l to be cut up I” ,t ,s intended U. .signify that it is cut up to a 
■stance corre.sponding with of the vvidtli of the mouth. 


AHliREVlA'I'IONS USED IN THIS WORK. 
Engli.sli. I f, __ I c„ e 


f'rcnuh. 

(lonuan. 


(ir. aa Greek* 
ft ' Xtalian. 
r.at. - Latin. 


Sp. » Spanish, 
ia *8 inches, 
a- which see. 


lOXFLANA'ITON OF 'rYPOGRAPHICAL SCHEME. 

8 DiSoTIrfemployed for the stop-headings in 

The large dark type indicates that the stops so designated are those 
'St commonly occurring in representative English organs, and of primary 
oortoce to those studying for examination.s, in the syllabus of which 
gan Construction figures. 

The light capitals denote stops of lesser importance, a knowledge of 
ich the student would, nevertheless, do well to possess. ^ 

And the small type ha.s reference to stops which are either obsolete or 

irely unimportant. Many of these are of interest from the antiquarian 

at of view. ^ 




dictionary of organ stops. 
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Acoustic Ba>ss~Harmonic Bass; Resultant Bass; also 
it<ivi.,sinia j C.,ravitonc {q.v.)\ Tonitru {q.v.); comprising also 
Acoii.stic Violone, and Quintaton, 32 ft. tone. 32 ft. tone, rarely 

64 it. lone. ^ 


^ Resultant Hass is a permissible synonym, but , the use of the term 
harmonic is open to objection, owing to its well-nigh exclusive appli- 
cation Ill orgari-building to a particular method of generating tone, as 

excnipliiied in the Huriaonic Flute. 


T’hc phenomenon variously known as resultant, combinational, vibra- 
lonal, acou.sUc and (in a limited sense) differential tones was discovered 
by lartini, area 1714, and, subsequently, independently by Sorge in 1740. 
It was (ii'st introduced into the organ I>y the Abt Vogler (i749-t8i4), 
as a (nature o( his “ SiinpIi(iealion System.” Acoustic Basses are indeed 
but sorry .substitutes for real 32 ft. stop.s, and, contrary to the worthy 
^ )be !i e.xpectation.s, have not ou.sted them; nevertheless the Acoustic 
JiasH tonm an economical compromise available for instruments of no great 
pretensions. ® 


A resultant tone is an acoustical illusion produced by the periodic 
coincidence of iiartieular vibrations emanating from two or more pipes (or 
other tone generating agents). Such periodic synchronizations reinforce 
one another, and are therefore involuntarily isolated and synthesized by 
the ear. 'J’hey thus appear as vibrations produced by some in¬ 
dependent agent, the pitch of the illusory note being determined by the 
frequency with which the synchronous vibrations occur. This frequency 
is dependent upon the interval separating the pipes. If, for instance, the 
interval amount to a major third, the resultant tone will be heard at the 
pitch of two octaves below that of the lower of two pipes; if a fifth, at one 
octave. Thus a r6 ft. pipe and a Quint io| ft. when simultaneously 
sounded, give rise to a resultant tone of 32 ft. pitch. 

Let « represent the 16 ft. pipe, b the Quint pipe. Adopting the 
recognised scientific standard of pitch, in i second a will give rise to 32 
vibrations, b to 48 vibrations. Reducing this to the simplest dimensions 
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{by diYision by ifi), in ^ second the number of vibrations of ^2 will be 2, 
erf# 3 j the miiff of coincident vibrations = 2:3. 

In other wmds, every second vibration of a will occur simultaneously 
with every third of k and this synchronization will take place every of a 
Such coincident, and therefore accentuated vibrations, occur 
then at the rate of 16 per second, which is approximately the rate at which 
the coliiisa of air in a 32 ft pipe vibrates. The association of a 16 ft 
pipe and a Quint pipe will accordingly give rise to a resultant tone of 
32 ft. pitch. 

E.«ultact tones produced by instruments of sustained tone, such as 
the organ or harmonium, are more readily perceptible than those of per- 
aisive instrumeats like the piano. For in the latter class of instrument 
the tone commences to diminish in intensity almost immediately after 
percussioii has taken place. 

.ittempts have been made to build up 32 ft. tone of greater power and 
distinctoffis than is usually obtained with 16 ft and Quint pipes only, by a 
more extensive represeniatieE of the harmonic series. Waicker, of Ludwigs- 
hnrg, app^js to have been the irst to make such an experiment, and the 
earhet instance the author is able to trace is at Ulm Miinster (1856). 
Other examplK by this firm occur at Boston Music Hail, U.S. A. {1857-63 ); 
TiMw&che, TieEna I187S}. In all these instances the “Grand Bourdon ^ 


was mmpiBed of Principal, 16 ft.; Quint, io| ft; Octave 8 ft.; I'ierce, 
§1 It; Su^Kr-CKtave, 4 ft. At Einsiedein Monastery, Switzerland (Weigle, 
1S9&-97), k extends only to Tierce. In this country, Mr. Casson has 
adhsed Quint and Tierce, for an acoustic effect. In the organ till recently 
at IxEgwood Housa Xaylaii'^- Prof, Carl Locher, in his work on organ 
stcp% qmim ^Gotmchalg as teshijing to the excellent effect of the com- 
knation at 1 .enna. The author is personally able to speak for a similarly 
successful result at Ulm and Einsiedein. Although the more complete 
repr^irauon of the harmonic seri^ is undoubtedly conducive to superior 
tne ctst of the additional pipes renders it as much worth while to 
prooire an independent 32 ft. stop, taking into consideration the greater 
utility and eff^tiveiiess of the latter roister. A Sub-Bourdon, 32 ft tone, 
IS more serrxeable when viewed from all aspects; though it will be found 
an Acoustic Bass is considerably more telling in combinations 
tit® many instances of the former, particularly if the lower notes of the 
tMiD-Boorcon exhibit a due proportion o! ground tone. 

fe the normal Acoustic Bass, comprising two ranks of pipes, there are 
vraas methods of dealing with the Quint It may be an independent 
set of pipes, or borrowed in quint pitch from a 16 ft stop. In the latter 
^ may even be taken from the same stop as the 16 ft rank employed— 
Sui>bas^ for instance; indeed, this is the couise generally adoptti in 
organs of moderate size. hen employed alone the effect is not altogether 
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arti.siio, bccati.scj the; Quint k as powerful as the prime note. Sometimes 

tlic latter ifi derived Irete the Violoji or the Major Bass, and the Quint 

from I he Stilobass. 

T\\o objection is sotnetimes raised, however, that the independent 
Quint is alon<; produe.tive of good results, as furnishing (unlike a stop 
merely borrow(;<l in (piint i)iie]i) a pure, untempered fifth. True, an 
indepemhujt, (^uint is more (;rre(;tive, both for this reason and for the 
great(‘r facilities offered in voicing it to suit the particular requirements 
iniposed, but in moderate si/.ed organs it is more costly than is really com¬ 
mensurate with, tlic .sni)eriority of the effect obtained. Moreover, even 
granting that the imhiptjndent Quint could be relied upon always to remain 
in perfect tune, tin; bc;ats resulting from the tempered interval at the pitch 
in ([ii<!.stion are slow, and the fifth is practically “drawn’' into tune by the 
prime not(,;. 

An indeiiemlent (Jiiint should be voiced as dull and as free from 
hannoni(;s as practicable; it should be of fair scale, with thick lip, and 
pnderably of stopped piiies. It should also occui)y a position adjoining 
the i6 ft. stop, and, if pc^ssiblc;, be sitiuitcd against a reflecting surface—as, 
indeed, should all dulMoncd fiedal pipcjs, 

it .is now customary to restrict the ueoustical effect to the lowest octave 
only, borrowing the Hemrdon in octave position above that (r>., :r6 ft pipe 
on ('entre CC' oftlie pcslabboarcl). Tins plan, introduced by Mr. Casson, 
is a(l(q)t<;d Internist; in the upin;r range of the compass the acoustical effect 
is found in practical application to be unsatisfactory in effect. The 
difficulty is ru)! confined to the tempered Quint, and cannot therefore be 
set down to the .score of temperament, d'he explanation probably is, that 
as the [)itch rises the harmonics of the pijies have to be reckoned with to a 
larger degree, and also that the rcisullant note approaches nearer to the 
more normal range of hearing. Thus, dealing with stopped 
pipes, the second upper {)artial (tierce) of C will sound— 
and the first (twelfth) of the Quint note G will sound— 

These two harmonics are quarrelsome neighbours. Of course, ' 

such dissonances are constantly occurring in notes harmonically associated 
in our musical system—indeed, they frequently impart a sense of piquancy 
to the combination—but that is only a corroboration of the contention that 
they exert on the ear a counter-influence which tends to detract from the 
power of impression of the resultant tone. The obvious remedy is to 
suppress the upper partials of pipes concerned in the production of 
resultant tones as much as is practicable. 

It was on account of this obtrusiveness of harmonics that Mr. Casson 
adopted the use of the Quintaton 32 ft. tone. It is a stopped metal 
pipe, measuring perhaps, in the case of the 32 ft. pipe (16 ft. actual length), 
so little as 9 in. in diameter. A trace of 32 ft. tone is audible, but the 





^ DICTIONARY OF ORGAN STOTS, 

first harmonic (twelfth) combined with i6 ft stops, builds up an oxc<':ll('nt 
tone in which the harmonics occur in similar proportion to tliosi* of a 
Violone. Hence the alternative name Acoustic VioIoiK?, A .similarly 
satisfactory result is obtained by allowing the twelfth of astopj>od wood 
pipe of 32 ft. tone to remain fairly prominent St Alban, ifcdborni, by 
Willis). (See under Sub-Bourdon). 

Roosevelt experimcnfally employed an acoustic 
effect for the lowest octave of some of Ids Great organ 
open Doubles. The true-lengtli pipes extended to tenor 
C only, below which note the stop was continued by 
dull-toned < 5 ^//. wood pipes to which were atta( lied a 
“monkey-Quint (see Hiclpkr). dlie Quint pi|)e 
was permanently affixed to the S ft, pijie, taking its 
wind from the same foot. Thcj effect is said to have 
been most successful 

Schulze, at Bremen Cathedral, and the Kimball Co., 
at Washington Temple, U.S,A., inserted a Quint of 
21^ ft. pitch in order to produce an acoustical 64 ft 
tone. Hope-Jones has accomi)lished a similar result 
at Worcester Cathedral (1896) and the Victoria 
Rooms, Clifton (1901), by cou()ling the 32 ft. stop 
in fifths for the lowest octave, and al)ove that Ijorrow- 
jng it in octave position 32 ft. pipe on centre CC 
key of pedal-board). The organs at the Colston Hall, 
Bristol (Norman & Beard), and Selby Ablx^y, Yorks 
(Compton), and the monster organ designed by Dr. Cl A. Audsley for 
the Convention Hall, Kansas City, U.S.A., exhibited at tlui St. Louis 
Exposition (1904), are also provided with an acoustical 64 ft. stop. In 
a large organ the effect might, perhaps, be useful, not so much in the 
lower as in the upper range of the pedal-board. 

Acuta—(Lat.) Acuius = sharp. A Mixture composed of higlDpitched 
pipes. Sharp Mixture. 

Adlerzug—(Ger.) Adler = eagle, Zug = pull. 

A mechanical movement setting into motion the wings of a huge eagle 
suspended over the organ and flying towards an artificial sun. Garrison 

Church, Berlin (Joachim Wagner, 1723); Garrison Church, Potzdam 
(Joachim Wagner, 1725) (still preserved); Belgard, Hinterland of Pomerania 
(still preserved). 

.ffioline—^olian J iEolodicon; Harp ^Eolian. 8 ft.: rarely 16 ft • 

4 ft.; 2 ft. 

Denved from the .^Eolian Harp, named after ^Eolus, the mythical god 
of wind. The ^olian Harp consists of a sounding-board, across which 



Section of Roosevelt’s 
Acoustic Double. 
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/ur sirotrluul jiIhhiI <!()/,(tii cal*',lit strin|v'i. Wluai faHUaital in a window 
oi other talualitni (*?tpoi;t*(I lo a, (aimaii ol air, the inslnun<;nt (iinits 
my.slcaioiia and Intaiililul loia^*;, Formerly, it) (hTinany, a soft rood of t 6 ft 
or 8 ft, pile!), r(!Sta))l)liii|^‘ in lorn* a soil Ohon. d 1 in pipes had ladls <m the 
top, and lint lotii'ticts w(a<t ihin and tttirrow. Mersohiirg (jallutdral, Saxony 
(tadi’f'asi, tHft-j), Sonuainirs («(Hiivaleni to (navjuolino. Fulda (Ratz- 
inann). Now in (icrmaiiy, and invariably in this couriiry, either a soft 
F(;ho (hunha, or a slrint^y I)ulcia.na, with which the Cdlcslc sometimes 
h(;ais, (Jim MiinsUtr (Walekttr, rebuilt 1889); St John, Wilton Road, 
f/mdor) (Lewis); Lottp; (Ca,ton Parisl) (d)urch, Notts (Brindley & Foster), 
d'he. last nanntd Arm usually tauploy a stopped wood bass for this register, 
somettimes ip'oftving it to the Swell (knlaekt Idut CC pipe of an ililoline 
of a,verap,e fi<!a,l<; would nnaisurti about 3.^, iti. in diameter, 

^quah—A Utrm aneicaitly employed in Germany to designate unison 
8 ft, pilch, /ltiua, 14 ;emf 4 honi; JJqual-Principal 

Agges /L(|uaJ. 

Amoroso (I^aJ.) h)ve. Idauto Aniabile, 

ANOUKS French (-quivalenl to our '‘reeds/' Anche d’orgue« reed- 
afop of an or|;an. See J icu. 

Angelica See Vox Anojouca* 

Apfol Reglil See RftiAL, 

Armonica (Hp.) narnionic, 

Assat ■ A corruption of Nasa,t, sometimes occurring in ancient specifications. 

Ausloser ' AuuHLung; Ausfxthaltung, (Ger.) Aualdsen » to redeem, to 
fnxi, Auschalicn ^ to switch off. 

A “negative touch" annulling the action of nondndicating pistons, 
and r(?storing that of the stop knol)s, or stop-keys, 

Avicinium Canary, Nightingale, Oiseau (Fr, « bird); Rossignol (Fr. 

nightingale); Vogclgesang (Ger. « bird song); Vogelgeschrei 
((ka*. bird cry); M!erula (Lat. = blackbird). 

A few odd pipes bent down into water and so caused to "emit a 
spluthjring noise" (Mill, "Organ Cases") or twitter in imitation of birds. 
A similar device is still employed in toy symphonies and by fowlers and bird 
tamers. St. Sulpice, Paris; Constance Cathedral; Carigrana Church, 
Genoa; Magdeburg (Jathedral; St Catherine, Magdeburg. At the 
Monastic Church, Weingarten, near Ravensburg (Gabler, 1750), the author 
found still extant both Cuckoo and Nightingale, 'the Rev. G. H. Palmer 
once informed him that there was (and perhaps is still) a stop labelled 
"Canary" on each manual of the organ in the cathedral at the Canary 
Islands! 
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Bajete—(Sp.) = Bassette. 

A 4 ft. pedal flue stop (at Seville Cathedral). 

Bajo—(Sp.) = Bass. 

BAJONCILLO (Buxonclllo) — (Sp.) = Bas.soon. rd fl. ; 8 ft.; 
rarely 4 ft. 

‘‘The stop is known to be equivalent to Open I)iaj)a,Hon ’’ (I lainilU)ii% 
“Catechism of the Organ”). However this may liave hecai, the Spaninh 
equivalent of Diapason, at the present day, is Flaulado PriiuapaJ, and 
Bajoncillo, or Baxoncillo, is restricted to Bassoon. Seville (alhedral 
(Aquilino Am^zua, 1903). 

BAR—See Beard. 

Barduen —^A corruption of Bourdon. 

Barem —16 ft.; 8 ft A quiet-toned Gedackt (» Musicirgedackt). Some* 
times equivalent to Barpfeife. Stadtorgel, Jena, 8 ft.; Hoforgel^ 
Eisenbach, 16 ft. 

Barpfeife —(Dutch) Baar-pyp. (Get) Bar » bear. Bha/c - pij)e. 
16 ft; 8 ft 

A reed stop of smothered growling lone, in(,rf)(hK*ccl 
into the organ in the XVIth Century, in imitation of the 
growl of the bear. The pii^es were made in various fornii, 
but always with the object of smothering the tone. The 
pattern which seems to have been most used is shown in 
the figure. Sometimes, however, it was ftirther Biirrnoiinted 
by other cylindrical and conical tubes. U was also OC' 
casionally made as a cylindrical covered pipe with a small 
chimney rising from the lid Commenting on the lack of 
appropriateness of some of the ancient registers, Schlirnbach 
remarks that perhaps the growling of tluj hear was as pro* 
pitious to the Deity as the Vox Angelica, Werkmeister 
Barpfeife. records that the Barpfeife was sometimes dubbed Vox 
Humana—truly a questionable enough compliment to the 
human voice. Hamburg~St. Nicholas, St Jacobi, St Catherine, St Peltrr, 
St. Thomas and Cathedral; Lubeck—Marienkirche (former organ, 1518) 
and St Peter ; Luneberg^St Johannis and St Lambert. 

BARYPHON — (Gr.) /]apvg = heavy, = voice, t 6 ft 

A free reed stop with Trumpet bodies, used occasionally in Swiss organs 
and frequently in Orchestrions by Welte, of Freiburg, in Saxony). 
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IjAHYlX^N Varitojun ((Irt.) -3 heavy. t^koc » tone* 

to a.; 8 n, 

A rc'ed atop ol nuttallio tono, aotnowlmt akitt to the Cor Anglais. Very 
rare. Allaal Ha, 11 , Poinlon (Willis, fHjt); H(-vilIe Cathedral (reconstructed 
with clc^Uj'ic aciioii hy Aqiiilino Aind/.ua, 1903). The instrument of the 
name (ohsoh'Ut) posstsssc^d six or scjvcn catgut strings played with a bow. 
Under tiu* fmgci hoard wore metal strings, varying in number from nine to 
tw(mty 4 our, pinclual witln the thumb of the left hand, and serving as 
sympath<aie resonators. It was known also as Viola di Bardone or 
liordone ((f. Bourdor)). lasopold Mozart, in his ‘‘Violin School,” contends 
lliat lJui tone of the sympathetic strings was suggestive of the hum of bees. 
(See drove's “ Dictionary ol Maisic and Musicians”). 

F’lii'fccs—8 ft. 

The naimt is altogether illogical since (i) the orchestral Flute extends 
to llddh! Cr only, (^) the Pedal organ Mute forming a bass to the manual 
is of 16 ft, pitch. Mute 8 ft.—plain and simple—would be free from 
objection. Tin; pipes ol tliis stop are sometimes open, and, when indeed 
such pipes can be afforded, preferably so. But generally the pedal Flute 
is ec.ononrically d(‘rive(l by extension and transmission from the Sub-bass 
r6 ft Pedal org-jan octave stofts sejrve to im[)art definition and firmness to 
the t() It. tone. They wouhl, nevertheh^ss, H(^em (iiutc unnecessary in very 
small oig,a,ns, the amount of money they cost, even though small, being 
open to more effeCive use in other directions. 

Bass Horn--'H ft 

A P(?dal organ naal, now obsohae. It was similar in construction and 
tone to the ma,imal Horn. The orchc.stral instrument was of the Bugle 

family. 

Bassanelli-Wtirkmcister states that these were reeds. They were 
obsolete even in his lime. 

Basset Horn' ■-(>)rno Basso. (Low Lat) Bassus = low. 8 ft 

A stop unknown in this country and but rarely found abroad. It is a 
free reed stop with short wide tongues, and the tone is generally sweet 
and soft The Basset Horn is either entirely unprovided with tubes, or 
possessed of tubes of inverted conical shape, increasing rapidly in diameter. 
Riga Cathedral (Walcker, 1883); Ulm Miinstcr (Walcker, 1856). At 
Ulm the stop possesses no tubes. The orchestral instrument is a tenor 
Clarinet. The Corno di Bassetto, as an organ stop, is a full-toned 
Clarinet 

Basso Profundo—(Lat) Profundus = deep. 16 ft 

A deep-toned pedal stop equivalent to Major Bass. Milan Cathe¬ 
dral, 24 ft. 
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Bassoon. 


JBsassoojo.-— Fagotto. (Fr.) Ba.sson ; {ikn\) (I 

Bazuin. Fagott is derived from (Lat.) agios las'oh I.kko 
T he orchestral instrument is said to h(*ar this na,rm5 
from its resemblance, when in pieces, to a l>iindl<! of 
What is probably a more cro(lil)le tlxairy is’, lliat 
^ it received the name owing to the employimmi of a la;cch 

tongue (It) Bassone is an augmentation of a,n 

instrument of a very low note. i6 ft.; S ft,; abroad 
(rarely) 4 ft 

The stop is not found in this country of 8 ft. pitch, exccjit 
sometimes as a bass to the Oboe, Cor Anglais or ClarincL The 
name Fagotto is usually reserved for a non-imitativc nxjd of 
subdued tone. Thus Contra Fagotto is generally a (piict Double 
Trumpet of slightly rasping tone, rather than a Jiass(H>i), and obtui 
has pipes open at the top. The r6 ft octave is very frcfjiKjnlJy 
formed of half-length pipes. The pipes of the bassoon are of 
metal (abroad very occasionally of wood) of inverUal coniital 
shape. The scale is small, and the tongues are narrow. 'The 
pipes are sometimes capped at the top. The tone is slightly 
nasal, and somewhat hollow and piquant. In (hamajiy the 
Bassoon is often a free reed, and sometimes even ])osscs.‘ies 
cylindrical bodies. The Contra Fagotto forms an cKcclIent fioft 
double reed for the Swell; the Bassoon combines effecUivi^ly wi(h 
Solo Harmonic Flutes. The orchestral instrument, owing to its 
conical bore, produces both the odd- and evemnurnbcTed partiaJs. 
Speaking of the Bassoon, the author enjoys the ac(.|uajntar»c(t o< a 
sexton, a very worthy and estimable man, who is wont to la.rmch 
out into panegyrics over the tone of ‘‘them hearUiful lUimiio 
pipes in f ould argin.” The average Bassoon scale va.rioH Ironi 
25 in. to 3 m., CC 8 ft, and from 4 in. to 5 in. for the ;r6 ft. pipe. 

Bauerflote— -Pauerflote, Tibia Rurestris (Lat. « rustic f)ipe). 
(Ger.) Bauer = peasant 8 ft; 4 ft; 2 ft; i ft Usually 
a pedal stop of 2 ft. or i ft pitch. 


The Bauerflote was composed of stopped wooden i.ipes 
o small scale, sometimes with chimneyed stoppers. The tone wa.s 
bright ^d clear. The stop was much used on the Pedal organ 
especiaUy for gmng out the melody of chorales. It was sometirnc-s 

saTthafthe r ^bdy Williams, Prmtorius 

ys that the Germans thought a great deal of this stop, but the Italians 

^spised such small bass stops as “ mere empty octaves " St Tacobi 
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B&C5>Ob**<J I>;n', liri<l| 4 <?, I'VcJn I In,nnoriifjiu; ((/.•/',), Rolltjr. 

A ujcH'hfminal applijuK:^; rr(*([uet)tly altachcal lo the iiioiitli.s of small-scaled 
iliK*. ])ip(‘s ic a;;i;ii;t Ihcar aja'crh, 'Dh; word “ l)(*a,rdis I,he generic term 
for a, host of variolJcs, of which the principal types arc the bridge’'or 
^M)ar," tlu^ **roll(‘r” a,rul the ‘Vm//. liannoiu(jf(.e'^ dlie bridge is a flat or 
sbapeal piec(! of wood fixttd across tlui moiilli (jf the pii)c -sometimes 
a.tlacl)(al to tlai (indciiiide of tlu* tiars, and tluai known as ‘M)ox l)t:ard” or 
*M’ender," or iht* devices as ‘‘ boX“«eared." 'Flu; roller is a round piece of 
wood lixeal in betwcum the (;ars. It is alia,dual to them by mcjans of pins 
or by the process of punching the ears into the roller. Occasionally 
roll(;rs arc; made of brass or phosphor-bronze, and for small pipes some 
capable voicers use ahirnininm in j)rererenec to wood. For illu.stration see 
BAmoK)NAn. 'Fbey/r/V/ harmanique is a metal roller or flat beard attached 
to a S[)ring, scddtaaal on to a nudal pi[)e or screwed on to 
a wooden oiui. It was invented by Charles Lemaire, a 
voicer in th<^ canploy of Zinnnermann, the pipomaker of 
Paris, and wtts brought out by C'hivioli et Cie of the same 
city, the well known orchestrion ma,kers. 1'luj claim to 
stqxa’iorily is ba,sed on the fax'! of its adjustability. But 
it is ajiog<dJu;r {|iu;stionablc whcllujr this fljatiirc is 
desirable, as tlu: delicate adjustment is very liable to 
a<af(d(tn,tal derangement by a, hurried or eardess tuner. 

'Flu; only exa,mpU;s in this country with whic.h the author 
is acfpiainted a,r(^ at Derby Roa,d Cfliapd, Nidlingham 
((k)mu*b(ir), and St. Mary, Westwood ((k)mpton). But 
frecjtuaitly the tuuuc /rein is indiscnminately a]>plicd to 
other varieties of Fixed beard. 

As early as 1878 a removal brass roller was invented 
by l.lerr Sauer, of F'rankfurtxm the-Oder. Exc.cpt oc¬ 
casionally in the ease of large juulal ja'pes, the roller, on 
account of the superior results and greater facilities for 
manipulation and delicate adjustment it offers, has almost 
entirely superseded the bridge. Some German builders 
and Messrs. Walker employ a plano-concave variety of 
beard presenting a broad surface concave to the mouth 
of the pipe. Whether improved or facilitated results are 
thereby obtained the author cannot say. 

It is generally supposed that bars were introduced 
into this country by Schulze,'and rollers by Lewis. It is, 
therefore, of interest to note that a bearded Dulciana by 
Snetzler exists at All Saints' Church, Pavement, York, prein Harmonique 
The Snetzler Dulciana at Beverley Minster is also bearded, (adjustable), 
but in this case the beards are probably a later addition. 
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The action of the beard has not, so far as the autlior is awiire, Ixscri 
explained in any English published treatise; he may lherer()r<; draw 
attention to the fact that it was demonstrated by CavailId (!oll, as <%arly 
as 1840, in his “ Etudes Expdrimentales.” The function of the bridge or 
roller is to intercept and check the indraught of air iiulucecl by the rapid 
flow of wind through the flue or wind-way and up to the upper lip. 'Phis 
indraught of wind may easily be detected with a lighted cigarette or smoking 
taper. By thus checking this, the amplitude of vibration is increa,S(a,l If 
the finger be held so as partly to cover the nozzle of a hose-pipe, the 
stream of water issuing therefrom will be deflected and describe an arc 
or curve. Similarly—to continue the rough illustration—the wind as it 
emerges from the flue of the pipe curls away from the frein, but by the 
return swing of the vibration it is caused to curl the frein to a 

corresponding degree. 

The use of beards has entirely revolutionized string tone voicing. 
Previous to their adoption the use of small-scaled flue pipes with low 
mouths in the production of keen string tone had been unsatisfactory, 
on account of the disagreeable defect of speech known as '‘spitting/’ 
in the process of which the pipes sound a harmonic before the 
ground tone, a defect which, moreover, can only in some measure be 
avoided by the equally serious one of causing the pijie to b(; slightly 
hesitating in its speech. The application of a beard to a pipa which 
has overblown into its octave will at once restore the ground tone ; hcmcc 
both “spitting” and sluggishness of speech can be remedied by thi.s 
means. For an instance of extreme scaling rendered possible by the use 
of beards see Viole d’Orchestre. 

It is quite a fallacy to suppose that bearding, apart from details of 
scaling, renders a pipe keen in tone. Dulcianas may be bearded without 
their distinctive quality of tone being to the least degree impaired. In 
other words, beards may freely be employed for the purpose of securing 
promptitude of speech. The precise reason for the cavilling statements 
sometimes directed at the practice of bearding pipes would seem obscure. 
The addition of side-beards, ’ as ears are named in Germany, is not 
regarded as a needless distortion of the pipe, nor would it appear con¬ 
ceivable that a bearded Violone, possessing as it does excellent blending 
property and ample of tone, could be excluded from the category of 
“legitimate” organ tone, whatever that somewhat hard-driven catchword 
may be held to comprise. Commenting on the rather fatuous cuckoo-cry 
use of the word “legitimate,” one inventor of ingenious organ mechanism, 
in a letter to the author, expressed his conviction that when it was originally 
proposed to substitute for the human lungs bellows to blow the primitive 
organ, the change must have met with opposition from the "authorities ” 
of the day as not “ legitimate.” 
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-“-An inverted truneated eone, Hoinetimes afBxed to the top of 
organ pipes. See Ihsr.t Diapason; Bkll Gamba. 

BELL. OIAPA,SOlS(--Id 0 ,tc 4 -,PaviU()n.(Fr.) Pavilion — bell 8 ft. 



Bell 

Diapason* 


A Diapason pipe sunnounted by a bell of 
invt^rled conical shape. It was first introduced 
into this country in the organ by Ducroquet of 
Paris at the 1851 Exhibition. The tone being 
full and rich, the stop rapidly became a great 
favourite, but, like the Bell Gamba {g-v.), has 
now fallen into disuse. It was extensively used 
by Messrs. Bevington and Messrs. Halmshaw, 
of Birmingham. John Courcclle, who afterwards 
became a famous reed voicer (the firm is now 
Palmer & Co.), voiced Bell Diapasons of great 
excellence. He, or some admirer, named the 
stop Courcellina, in consideration of his accom¬ 
plishments (as at St John, Portsea). Brompton 
Oratory (Bishop). 

BELL GAM BA — Glocken-Gamba. (Ger.) 

Glocke « bell 8 ft; rarely 16 ft. 

A large scaled Gamba’ pipe surmounted by 
a ‘H)ell/^ The latter appendage would seem to 
have the eOltct of imparting to the tone a more 
reedy or pungent character, acting as a speaking 
trumpet or M.egaphone. The pipes themselves 
are cylindrical in shape. The pattern of Viola- 
da-Gamba, invented by Mr. William Hill, and 
formerly extensively used, is a tapering Gems- 
horn pipe with a bell on the top. It emits rich 
and reedy tones of great refinement, at times 
even resembling a Cor Anglais in the lower 
portion of the compass. Flue pipes with bells 
are now in this country practically obsolete, on 
account of the difficulties attendant on their 
tuning and regulation. The pipes and bells 
were usually cut approximately to the correct 
length, and the stop provided with long ears for 
tuning purposes. Bur this process of shading 
the mouth was often liable seriously to im¬ 
pair the “ regulation ” (z>., strength and quality 



Bell Gamba 
(Hill 
pattern). 


of tone) of the pipes. Nevertheless, in many instances, satisfactory 


results were empirically arrived at, and this objection has in time 
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past been somewhat exaggerated. The main reason for the di.su.se of 
stops requiring to be tuned by means of the ears wa.s the dif/iculty en¬ 
countered in getting at the latter. Sandwiched in between other .stops, 
possibly on a crowded sound-board, it will be seen that delicate inanif)u- 
lation was a matter of no inconsiderable awkwardnes.s. Under the .same 
category as the Bell Gamba and Bell Diapason falls the old-liishioned 
type of Rohrflote and such Harmonic Flutes as are provided with long 
ears for tuning purposes. The author, personally, would be the last to 
disparage keen string Gambas, believing them to be among.st the most 
beautiful and valuable of modern achievements in voicing. 'I'licre i.s, 
albeit, no valid reason why they should be cultivated to the ex(-liision ot 
other varieties, and be duplicated on both Swell and Choir organs. It is 
much to be desired that some attempt be made to reproduce the beautiful 
old-fashioned Viola-di-Gamba tone from a pipe, of more practitxil form, 
A i6 ft. Glocken-Gainba occurs on the Pedal at Grace Church, New York 
(Roosevelt, 1878). 

Bells—See Campana, Carillons. 

Bible-Regal— (Ger.) Bibel-Regal. See Regal. 

Bifara Bifra, Biffra, Tibia Bifara, Piffaro. (Late Lat.) Bifarius -two- 
wayed, double. Piffaro is an onomatopoeia suggested by the “ t)iff ” 
or lip-tone of the orchestral Flute, 8 ft.; 4 ft. 

The description of the Bifara given in ancient organ literature has 
puzzled modern writers not a little. It is said to have been a wocah-n 
double-mouthed pipe, with the block so set that one mouth was hi.i-bcr 
than the other, and with the bore so small as to admit but a limited .su’i'.ply 
of wind. As the result of these peculiarities a pleasant undulation, ratlier 
lighter than that of the Unda Maris, is said to have been oidained from 
the one pipe. St. Wenzeslaus, Naumberg; Walterhausen (1730). Seidel, 
commenting on the latter example, remarks that though he had several 
times played on the orpn at Walterhausen, he had never had any such 
effect brought to his notice. If the effect occurred at all it could only have 
been a sort of “wobbling” of the tone. But Sponsd, in his “Orgelhistorie,” 

(p. 105) utters the following remarks: “It is the quietest, softest and 
most charming register conceivable. The pipes are of Prinzipal scale, but 
the feet are plugged, having only a very small opening bored through them. 
Two of these pipes are apportioned to each key, but so tuned as to be 
slightly discordant to each other and give rise to an undulation. It can 
only be carried through the two upper octaves. In the two lower ones it 
IS represented by a quiet Flute, so that, when the organ possesses but one 
manual, the stop can be played throughout the compass. It can only be 
played on very slowly, and serves instead of the Tremulant for conveying 
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the (sHeet of ir.ricf/’ TfuM HiaJ,(*Hic;nt, ctnaruitin^.^ from a writer who was the 
oorKcanpornry o( the learned Henedietine, Doin Hddos, should sanirc to 
ae.eount (or Uu; tradition tluit tint Hifaja was a sto]) of undulatiug tone. 

In (hu’ntany, the naine Bifaja is still oc'casionally found applied to the 
Dojjpcjlfhh.e ((\aulskire,he, 10 %ankriirt“ain Ma,iti, Walcicer, 1833). Under the 
name Bifra, Wah'Jter, of Iaidwip;Hl)urg, has used two pipes to a note—the 
lower (of 8 ft. j)it(:h) stopped, and the upper (of 4 ft. pitch) open and of 
slipjujy stringy lojie and small scale. With separate Tremulant at Boston 

Music Hall (r857.63); Riga Catluidral (1883); Paulskirche, Frankfurt 

(r883); St. Steidiensdom, Vienna (r886). As Piffaro this firm has also 
used a similar arrangnsnent of 8 ft. and 2 ft. pipes at Riga, Vienna and 
LJlrm At Boston, 4 ft. and 2 ft, 

Blockflote-^Corrupted to Bockfidte or Plockflote, Tibia Vulgaris (Lat 
Common Idute). Anglke^ Blockflute. *16 ft; 8 ft; 4 ft; 2 ft 
Father Smith used the t(Trn, as did also his contemporary German 
builders, to designate a huge Idft(xmth several scales larger (proportion¬ 
ately) than th(; Diapason. The Blockllote was sometimes composed of 
stopped pip(;s, at other of conical pipes. Originally imitative of the 
Maul iV l)cc:(l. 

Blower A signal to that worthy functionary by means of bell, clapper 
or whistht. 

Bock"8chwebung -((hm) Bock is sometimes loosely employed for 
Ziegenl)0(’k ( -^ he*goat). The verb bocken signifies to buckjump. 
Schwebimg . ^ 'Preinulant 

Bfx^k-Schwebung was the term employed to describe a Tremulant of 
inordinately i;)owerrul l)eal. The derivation may relate simply to the 
jinnping of the apparatus or to its resemblance in effect to the wavering of 
a goat^s bleat. 

Boehmflote— Boehmischeflota An ordinary Plauto Traverse, 

Named after Theodore Boehm, who invented a new form of the 
Orchestral ‘Flute in 1832. Not Bohemian Flute, as has erroneously been 
advanced. 

Boi 3 ailbj 0 lil? 4 dl^—Bombardon. Bass-Bommer; Bass-Brummer; Bass- 
Pommer (Pommer is old name for Oboe, and Bass-Pornmer for 
Bassoon). Pedal 32 ft; 16 ft Manual 16 ft; occasionally 8 ft 
Very rarely abroad as pedal 8 ft.; manual 4 ft. 

Synonymous with our word “bombard” As Dr. J, W. Hinton has’ 
not inaptly observed, the term appears to have been successively applied 
to that organ stop or instrument, which, for the time being, was capable of 
the most imposing and thrilling effect. The original derivation is onoma- 


c 
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topoeic. (Lat.) Bombus signified the bu2:zing of bees, or the hoarsij lilast 
ofatrurapet; (Ger.) Brummen « to growl or mutter. Korrnerly a stop 
midway in power between Trombone and Bassoon, often eajijHal at tlu; 
top. The name is now generally applied to a very smootli and <lcepTon<al 
Trombone of some intensity. There is a very fine ijxample of r6 ft, pilctli, 
playable in chords, on the Solo organ at Worcester Cathedral (I fotat-Jones), 
and another of wood, i6 ft and 32 ft, extension at York MinsUT (Walker), 
labelled Trombone. Free reeds have often been employed abroad. 
Concert Hall, Cincinnati, 32 ft (Hook & Hastings). Schulze used them 
at Doncaster in 32 ft. and 16 ft pitch. 

Bordunal— Bordunalflote. See Portunal. 

Botze —A small-scaled reed occurring at Stralsund. 

Bouch^ —(Fr.) = stopped. 

—(Ger.) Bordim. For Grand Bourdon see under 
(i) Acoustic Bass, (2) Grand, (Fr.) Bourdon jiilgrinfs staff. 
(Provencal) Bordo « staff or crutch. Hence, from the resemfilancci 
of the drone pipe of the bagpipes to a staff, (Fr,) Bourdon the 
droning of a bagpipe or buzzing of bees. Akin to (lOng.) burden, 
as in ‘‘the burden of the song.'' But possibly onomafoprxjic in 
origin. (Gaelic) Burdan « humming, the imitative chara.cter of 
which is supported by the use of “ durdan " in the sarni; scmsc. 
(Breton) Bouda = buzz or murmur, akin to (Old Eng.) burble, and 
(Eng.) bubble. See Hensleigh Wedgwood, “Etymological Diction¬ 
ary,” and also Bombarde. A mediaeval Latin name was “TuIko 
« ne^ calami majores organorum!'' In Germany a manual stoj) of 
16 ft, 8 ft, and pedal of 8 ft. tone. In France a manual stop of 
16 ft, 8 ft, and pedal of 8 ft tone. In England a manual or pxidal 
stop of 16 ft tone only. Invented (16 ft) in Plolland circa 1508. 

The term Sub-bass is more correctly applied to the 16 ft pedal stop. 

It would be a plan worthy of adoption in this country to reserve the name 
Bourdon for the manual or for a secc^d closed stop of this pitch on the 
Pedal organ (either independent or borrowed from a manual—Bourdon 
when from the Great, Echo Bourdon when from the Swell). The Bourdon 
consists of stopped wooden pipes of rectangular shape varying consider¬ 
ably in scale. The writer has met with scales so absurdly small as CCC 
4| in. X 3| in. on manual, 5^ in. x 4^ in. on pedal Schulze used 
II in. X 7 in., cut up 2|-in. Messrs. Forster & Andrews at one time 
voiced excellent specimens 8 in. square, cut up 2f in. The CCC Bourdon 
pipe at St. Mark, Mansfield (Brindley & Foster), measures 1 1 in* x SI in., 
and one by Walker at St. Werburgh, Derby, 12 in. x 10^ in. A certain 
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Dr. Ilayne, a gn^at organ enthusiast of his day, and author of a book of 
adviec to organ purchasers, was a great advocate of large scales. He had 
sonu! pipes, scaled to C(.X", 13 in. x ii| in., made, and claimed that 
tluty gave as good a tone as open f)ipes. They were known as ‘‘ Hayne’s 
Tubs.'’ A full si/.ed Bourdon scale may be taken as 10 in. x 9 in., the 
mouth being cut uj) Jj- of tiio width. 

The distressing fault of most Bourdons is their irregularity and the 
“cougliing” of the harmonic (the twelfth), and in this latter respect they 
excel Small scale Bourdons are very prone to be “twelfthy(or “fifthy," 
as it is usually called). The most satisfactory results are undoubtedly to 
be obtained from pipes of large scale with thick lips cut up rather high. 
Mr. J. W. Whiteley (formerly of London, now in America) occasionally 
covers the lips of his Bourdons with felt. An example may be heard at 
St. Stephen, Wandsworth, London, S.W. (see Leathered Lip). A large 
scale does not necessarily imply a loud tone; it imparts, rather, fullness 
and pervading character. The wind supply is sometimes regulated by a 
strip of metal thrust in through the side of the pipe-foot. This device is 
frequently apt to disturb the speech of the pipe by causing an eddy; a 
disc in the pipe foot is probal:)ly suf)erior. This again, with a fair pressure 
of wind, is a])t to cause the defect known as ‘‘fizzing,” but all these are 
defects that liave to be overcome by empirical methods. There is 
g<mera]Iy, in modaute sized instruments, some difficulty in determining 
the stnaigtli of this stop. It is often the only 16 ft. pedal stop, and has to 
do (inly alike in loud and soft combinations. The result is generally a 
very bad c,ompromise btjtwv;en the two. In the author's estimation it is 
ordinarily far Ixa^tcr voiced to suit moderately soft combinations than 
full organ. * 

Acou.stical phenomena of some peculiarity are sometimes experienced 
in dealing with Bourdons, and also-—though less frequently—with other 
large pedal pipes. In some portions of the building a note may be almost 
inaudible, whilst two yards to the right or left it may sound particularly 
well Mr. Casson attributed this effect to the poverty-stricken chord of 
harmonics of stopped pipes, and suggested as a remedy a revival of the 
idea of the old “ Helper ” (^.a)—viz., of employing a Bass Flute of quiet 
open pipes to impart definition, with the idea of producing an effect, when 
sounding together, something like that of an open pipe. But the 
phenomena is not by any means confined to stopped pipes, though, on 
account of their dulness of tone, it is more frequently encountered in 
connection therewith. The author has noticed it in the case of Major 
Bashes. It is probably due to the fact that the sound waves advance in 
great loops, and is undoubtedly mainly dependent on the acoustica 
properties of the building. I'he best remedy would seem to be that 0 
planting the pipes so as to speak against a reflecting surface. 
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As a manual stop the Bourdon demands much inor<; treat¬ 

ment than it is usually accorded. Contrary to the generally ac(a;p(,e(l idea, 
the author does not advocate its inclusion on the Swttll orgem. Its jnopar 
place is on the Great, and even there, of course, an oj)en stoj) is prefenihh}. 
Unless rigid economy is essential, a Contra Viola will htj found far njoro 
valuable on the Swell. An open pipe, on account of the grca,ter develop¬ 
ment of its upper partials, is affected more than a closrid j)i|)e by the 
swell crescendo. Failing an open pipe, a Quintaton will be lonnd 

more useful than a Bourdon. It is a mistake to cut the lia,rmoni(\s out of 
manual Bourdons, as their blending and timbre-creating capacity is th(irel)y 
seriously impaired. The ordinary Swell Bourdon is muddy, ihiek and 
unblending, with a tendency to destroy all definition and clearness of tone 
on that manual The bass of a manual Bourdon should be kept very 
quiet, but by bringing out the treble with some degree of boldness (as 
by Hope-Jones, Binns, Compton) the utility and general effect of the stop 
is considerably enhanced. It is in the middle and bass portions of the 
compass that a double most readily becomes objectionabhj; a powerl'ul 
treble is by no means out of place, but rather open to effective use so/o 
or in ensemble. 

It is sometimes said that the Bourdon increases the strength of stojw 
speaking an octave higher, whilst only adding a slight fiillii(;ss to those of 
the same pitch as itself. This statement is only one of the many 
connected with organ building. It is certainly very apt to overhalatute 
the unison, and to give the impression of a very thick, nuiddy, sub oetavci 
tone; but, inasmuch as the octave is a partial absent from stopped pipes,* 
the Bourdon can scarcely strengthen the unison, though it may ho that 
it causes the unison to assume greater prominence, acting as a kind of 
background. 


Contra-Bourdon, Sub-Bourdon, or Untersatz, is a Bourdon stop of 32 ft. 
pitch. It is sometimes found on the manual down to tenor C (Donca.ster 
Parish Church), but a Dolce or Quintaton is more suitable for such a 
position. On the Pedal, Schulze recorded that “the lower notes were 
not worth the wood they were made of” (Robertson). Some firms (eg 
Hook & Hastings, of U.S.A.; Hunter, of Clapham) claim to be able to 
continue the stop down to the lowest pipe in pure notes. The difficulty 
in the case of the lower notes is that harmonics become prominent, and 
when the mouth is cut up higher to reduce them, the wind does not reach 
the lip. If more wind be now given, the harmonics will again appear. It 


iioLms'rffeintly perceptible in tne upper 
portions of the compass of large scaled Bourdons—a point which would seem to be 

^^lutdy at vanance with the teachings of acoustics. This, of course, is a fuantiif 
nizhgadU so far as our present argument is concerned. ^ 
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would seem almost as satisfactory, and certainly more inexpensive, to 
produc.e tho notcis Ixilow acoustically (see Acoustic Bass). In France 
the name Bourdon is used to designate all stopped or half-stopped pipes 
of any pitch which form part of the organ tone proper. 

BOURDOM IN TWO POWERS^A device which has been em- 
ploytal for .surmounting the difficulty referred to under the preceding 
heading, namely, the inability of the single pedal stop to do duty 
alike for loud and soft manual combinations. 

It consists merely of a mechanism for altering the wind pressure 
supplying a single set of Bourdon pipes. In the case of the lower notes 
the effect is salisfactory enough, but the upper notes are thrown per¬ 
ceptibly out of tune. Denton Chapel, near Manchester; Berkhampstead 
School; Aberdeen University; Presbyterian Church, Shields; St James, 
Congleton; Parkgale School, Cheshire--(Hope-Jones). Longwood House, 
Nayland—(Casson). Mr, Compton of Nottingham has, however, introduced 
with conspicuous success a very simple compensating device, whereby it 
is possible to use the Bourdon in two degrees of power without the pitch 
being disturbed to the least degree. The tone of the stop is satisfactory 
under both conditions of winding when due care is expended on the 
voicing. All Souls^ Church, Radford, Nottingham. 

Bourdonecho— See Echo. 

BRIDGE— See Beard. 

Brummhorn —See Krummhorn. 

Probably onomatopoeic in origin, signifying buzzing or booming 
(see Bombarde). 

Buccina— -"(Lat.) «* shepherd^s horn. (Lat.) Bucca = a cheek, more 
particularly the soft portion of the cheek covering the hollow of 
the mouth. Buccina is by some derived from Bucca, inflated 
cheeks being required to blow it 

Burdo— A corruption of Bourdon, occurring in ancient specifications. 
Buzain --A Dutch corruption of Posaune. 

c. 

Calcan— 4 ft. 

A Flute at Freiburg Cathedral in Switzerland. The organist, on being 
applied to, courteously replied that it was a stop of subsequent addition, 
the stop handle attached to the communication with the blower (Calcant) 
having been requisitioned 1 
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Cal cant —(Lat) Calcare =• to tread. 

Derived from the primitive method of blowinj; by treading iJu; Ixdlows, 
depressing them by the human weight. A .signal wliercby llu; player 
may communicate with the blower. See Blower. 

Campana —Campanella; Campanette; Glocklein (r/.w.); (Jliielciciiilon; 
Tonus Fabri (q.v.). 2 ft.; r ft.; 6 in. 

A stop of shrill pitch, usually i ft. or 6 in. “rejjeating,”/.&, breaking 
back, to a similar pitch at every octave. It was enijiloyed by Messrs. 
Bryceson in the organ at St. Paul, Rusthale, near Tunbridge Wells (1876), 
at the suggestion of Dr. Gown (then organist there, afterwards .at 'I'rent 
College), as a large-scaled cylindrical pipe of i ft. pitch. 'I'he stoj) served 
to fill up the Mixture work, but it was used mainly to produce a bright bell 
effect. It told prominently through even tlie full Swell of fourteen sto[)s. 
Seidel describes the Campana as resembling the beating of hatnniers on a 
sonorous anvil. Lund Cathedral, Sweden, “ Flauto di I’aii,” 2 ft. and 1 ft. ; 
St Peter, Gorlita; (Casparini, 1703); Queen’s College, Oxford. See 
Carillons. 


Campanella —See above. 
Campanette —See above. 


CARILLONS — Clochettes; Gongs; Glockenspiel; StahlH[»iel. (Fr.) 

Carillon, (Fr.) Clochette, (Ger.) Glocke bull. (Our.) Slahl . stead. 

(Ger.) Spiel = play. 

The Carillon or Glockenspiel of the orchestra varies considenibly in 
forin. It is usually a set of small bells mounted, one tibcjve the olhurj on 
a stick, and sounded by being struck with a hammer. .Stahlsiiitd refers 
more properly to metal bars, similar to those of the toy Harnionika so 
frequently seen in this country, or to “Tubular Bells.” The Carillon stop 
appears in four distinct forms, (i) Real Bells. Monastic Church, 
Weingarten (Gabler, 1750). (2) Gongs. Norwich Cathedral (Norman & 
Beard) ; Chamber Organ for Mr. H. J. Johnson, J.P., at Oulton Rocks, 
Staffs. (Binns); Westminster Abbey (Hill) The bars are of steel, and the 
resonant gongs, over which they are situated, of brass. The latter are 
tuned by being filled with plaster of Paris till the required note is obtained. 
Like free reeds, both bells and gongs necessitate the organ being kept at 
an' even temperature; when this requirement is fulfilled—and it is no 
more than every organ really demands—they remain perfectly in tune. 
Mr. Johnson kindly informs the author that his at Oulton Rocks stand 
excellently in tune (3) Tubular Bells, hollow steel rods. Merseburg 
Cathedral (Becker), called Stahlspiel; Bolton Town Hall (Gray & Davison 
1874). Tubular Bells have also been recently used by Binns. (4) A 
Mixture (see also Campana). Ill ranks, Westminster Abbey (Hill); 
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IV ranks, Sydney Town Hall (Hill); Manchester Town Hall (Cavaill^- 
The arc; ol” counut very IhrIi pitched. At Manchester Town 
Hall th(^ stof) is always iifaal wilh the ( ’or dti Nfuit. It is composed of one 
rafjk ('rweUih) to tenor h’ sharp, above that of three ranks 12, 17, 22. 
From tin; said ac)t(; it a.c,tiially runs up to top (J^ (in altissimo) without a 
break, dlie pipt:s, wilh the cxcct)tion of the top few, are all slotted for 
tuning purposes. 'The top }a'pc measnrfss in. long, 

It is qucsti()ua!)lc whether ])ipeH of siuth microscopical dimensions are 
audible to tin; u.v(;rage human ear. Some persons of abnormal hearing, 
unable, howc;v(;r, to distinguish low bass notes, can detect the cries of 
insects too shrill for the av<;ragc ()ers()n to notice, whilst others, perceiving 
low notcjs more (;asily, arc frequently found to be positively unable to 
distinguish tlie top notes of a Fifteenth. At the same time these shrill 
pipes produce resultant tones of some power. The effect of the Glocken¬ 
spiel at Westminster Ablxiy, and (hirillon at Manchester, seemed to the 
author exc(;llent. Stops f)f this class, whilst useful as ordinary Mixtures, 
arc particularly effective; for use in su<‘.h recital jjieces as “Carillons de 
I )nnk(;r(|u(; ((kirter), “ Rondo di ('amf)anelli(Morandi), “Air composed 
for Holsworthy Church Hells''(Wesley), The difliculty, however, lies in 
Ilnur tuning, and tin; author has hc,ar<l such excellent effects produced 
from a Quinta,ton, or Cor de Nuit, of modern voicing-^-a stop vastly more 
iLS<;ful, iuid fnu! from the disa<IvautngcH attendant on such small pipes—that 
tlu; use for ilu; (Carillon of Mixture pipes would seem to him unnecessary. 

d’hc late Mr. W. T. Host obtained peculiar effects of this type by the 
use of mutation work, and of such combinations as Double, Fifteenth and 
Vox Humana, 1 'hc best recipe for the producTion of bell effects from 
organ stops, with whicli the author is acquainted, is that of Mr. T, Tertius 
Nohl(‘, the al)le organist of York Minster. It consists of Great organ 
Waldflote, or (.Jedackt 8 ft, or both, to which is coupled Solo organ 
Harmonic Flute, 8 ft. (box closed) and Tremulant Sometimes the Vox 
Humana, the String Gamba (box closed), or even the Cddeste is added as a 
slight colouring. Tin; essence of the effect lies in the two Flute tones in 
which, by the action of the Tremulant, is induced a slight disparity of pitch. 
The discordant beating of the bell is thus simulated, the more faithfully 
if the Solo swell pedal be sparingly requisitioned for sforzando effects. 
Other examples of Glockenspiel occur at St Michael, St Catherine, 
St Jacobi, St. Nicholas, Hamburg. According to Hamel, at St Michael, 
Ohrdruff, it is of steel bars, and of complete manual compass. 

Cedi me—4 ft 

A stop of metal, probably string-toned (Cithern), used by Renatus 
Harris at Magdalen (Ilollege, Oxford, (1690). 

C3^1^s»tcs—See Voix Ci^lestb. 
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CELESTIMA—Celestiana. 4 & 

A delicate wood Flote^ of open pipes, inTeEted by William Hill. An 
emmple formerly existed at Qirisds Hospital, London (Hill). There was 
» tcacli cf Dalckua qnaiity in the tone. A similar Flute was employed by 
Schulze at Boacasser, A mecal Cetetina of louder tone occurs at the 
Albert Hall, London (Willis, 1871). The name was also applied by 
Mr. Hope-Jones to an undulating Phoneuma. Sl Michael, Chester 
Square, W.; Sl Barnabas, Linthorpe, Middlesborough; Crompton Fold, 
Bolton; Pikon Church, Devon. 

celestima-yiol-~- 4 ft. 

An ^octave Viole of quiet tone, St John^s Cathedral, Newfoundland, 

fRcbsoa). 

®CELLO—See Violoncello, 

Cbaliimeau — (Ger.) Schaimei, Schalmey, Shalomo; (Fn) Chalemie, 
Akin to (Eng.) Shawm. (Lat) Calamus = a blade or stalk. 

16 ft; 8 ft 

The primitive Chalameau was the Alpine Shepherds^ 
pi|« made of a iat piece of green willow bark. The later 
instriimeiit, which is found scored for by Gliick, is un- 
doabledly the prmirsor of the modem Oboe, Clarinet, 
BassTOn, etc The name is now applied to the peculiarly 
hoiow low raster of the Clarinet The first known ex¬ 
ample the organ pipe of that name—the first reed stop 
of the or^n—was at the Frauenkirche, Niirnberg (Conrad 
R^enburger, arm 1463). Another early instance was at 
St Martin, Baniig 11585). 

The coasliiiciioii of the Chalumeau appears to have 
afforded ^ly builders much a:ope for the exercise of their 
invesiive genius or imaginative powers. Some of the 
extraordinarily fantastic shaf^ of the pipes are depicted in 
HameFs edition of Bom Bedos (Plate XXIX). The form 
of Chalumeau depicted in the illustration is an authentic 
early pattern; later on, however, the pipes were made like the 
Trumpet, though of larger scale. The tops were sometimes 
covered with musln. This device was said to have kept 
the tone softer, but was more probably employed to keep 
out dirt from the pipes (see Reeb). As the art of reed 
voicing progressed, the Chalumeau, like the Oboe, became 
classed as unimitadve organ tone. Now it is practically 
synonymous with Musette^ and is made as either a free or 
a beatii^ reed Continental examples are not uncommon, though the stop 
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is raiiiclly railing into disuse, (jliristuskirehc, Hinschherg; St. Michael, 
JIattihurg; Maneiikirche (2nd organ), Lubeek; Catholic Church and 
h'raucnkirche, Drc.'ahai (Silbennann, 1734 and 1736 re.speetively); St. Peter, 
Ciirlitz (Casg.-uini, 1703). At Washington 'rcnii)le, U.S.A. (Kimball Co.), 
tlio stop is desca-ibful a.s of “grave, sinister lone, ot supernatural effect, 
S(‘|ml<',liral.” 'I'hc orgiuiist. Dr. (J. W. Walter, wlio designed the instrument, 
kindly informs tlic aullior that it is a 16 ft. beating reed, with maple shallots 
and metal laxlies, ol Bassoon .s<’.ale. 'Die tongues of the lowest octave are 
sealed to “lly u])” to pitch. With normal tongues quality would be obtained 
only at the expense of promptitude of speech and viceversL 'I'here is a 16 ft. 
Schabnei in the organ at the Colston Hall, Bristol (Norman & Beard). It is 
composed of c.ylirulrical pipe.s surmounted by a capped bell. In the treble 
the tone resembles that of a broad-toned Cor Anglais; in the bass that 
of a Clarinet with a touch of French Horn quality added. The stop is a 
valuable acquisition to the “wood-wind” effects of this organ. 

CHAMADH— Trom[iette-ii-. (Fr.) Chamade = Parley. 

'rruinpets so arranged as to blare directly out. See Fan Trumpet. 

CIH MNE Y FLUTE—See Rohkfi.ote. 

Chiritnia Clarion, h'ormer organ at Seville Cathedral. 

Choral A prefix signifying that the stop so designated was specially 
intended for u.sc in “giving out” the melody of a chorale. Choral- 
basset, a I ft. Bauerllote on the Pedal organ {e.g., Kindelbriick); 
Choralprincipal, 4 ft,, a loud Principal. 

Chormass-'-A jirelix signifying unison pitch. Synonymous with ^Equal. 
e.g., Chormassprincipal, 8 ft. Posaune-unter (under)- 
Chormass Contra Posaune, 16 ft. 

Cimbalstern -See Cymbalstern. 

Cink— See Zink. 

CLAIRON—(Fr., It.) - Clarion. 

—Claribel Flute. (Lat.) Clarus =» bright; Bellus = 
beautiful. 8 ft.; 4 ft.; occasionally 16 ft. 

'I'he Clarabella was invented by Bishop as a substitute for the treble of 
the Great organ Stopped Diapason, which he felt to be insufficient to cope 
with the rapidly increasing depth and volume of Diapason tone. Hence 
the customary break of the 8 ft. stop into a stopped bass at mid. C. The 
English Hohlflute is harder and thinner in tone than the Clarabella, 
which may be said more to resemble the German Hohiflote or Portunal- 
fldte. The pipes are of wood, open, of large scale, and consequently of 
dull, velvety and cloying tone, with a minimum development of upper 
partials. During the past decade the Clarabella seems to have largely 
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Harnaonic 
Ckribel Flute 
(Willis). 


fallen into disuse. It forms an exquisite solo 
stop. In the sense that the pedal Major Bass 
16 ft. is termed a wood Diapason, the Clara- 
bella is the wood manual Diapason. 

In the original Bishop examples, which, in the 
author’s estimation, have not been surpassed, the 
mouth is on the narrow side of the pipe, and, 
contrary to the subsequent, though perhaps not 
altogether commendable, practice of somevoicers, 
it is not inverted. There are excellent examples 
of the Bishop stop at St Mary, Nottingham 
(1871); St George’s Cathedral (E..C.), Southwark; 
Brighton College; Brompton Oratory. The 
Willis variety of the stop (Claribel Flute), though 
first constructed of wood, was later made of metal 
and was of harmonic form. In some instances 
large holes were pierced in the pipes both in the 
centre and at the top. The size of these aper™ 
tures could be regulated by means of overlapping 
(tuning) slides (only one of which is shown in the 
accompanying illustration) (see Keraulophon). 
In the author’s estimation the tone is less pure, 
and more hooting, than that of the Bishop varitey. 
Those who like harmonic stops as Great organ 
foundational Flutes will probably find it the least 
harmful variety. The Claribel Flute still exists 
in many Willis organs. The octave Clarabella 
is a useful Choir organ stop, Bishop 

Clarabella: CC (stopped) 4^ in. x 3f in.; Mid. C 
(open) in. x in. Willis Claribel Flute: 
CC (stopped) 4 in. X 3 in.; Mid. C (open, 
metal) 2 in.; Mid. G (harmonic) in. 


Clariana —Clariona. Very rare. 8 ft. 



Clarabella 

(Bishop). 


(i) A metal Gamba of ringing keen tone. Brooklyn Tabernacle, U.S. A. 
ejardine & Co.); (2) An Echo Dulciana. 


Claribel Flutie — See Clarabella. 


Clarinet—(Ger.) Klarinette; (Ger. and Fr.) Clarinette; (It.) 
Clarinetto, and sometimes Corno di Caccia (f.v.). With which are 
grouped Corno di Bassetto; Orchestral Clarinet, Cremona; (Fr.) 
Cormorne, Cromorne ; and (Ger.) Krummhorn. 8 ft.; occasionally 
16 ft.; very rarely 4 ft. 
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CliirituiUi of 4 ft. iiiUih occurred at St. Akissando, Milan; Hoforgel, 
Drc.sdcn, (SilbermaTin). 'I’hu name Clarinet is derived from the Italian 
Clariiio, a fiinall 'I'nimjiel. 'I'lie version, Clarionet, is supposed to spring 
from the Cnglish, Clarion. ICven if not alisolutely inaccurate, it is 
certainly not to be commended. Cnanonais a corruption of Krumm-Horn, 
or Cromorne, the adoption of which name has in time past led to the idea 


that the stoji was intended to imitate the Cremona Violin. 
'I'he following extract from a Voluntary Book (dating from 
the end of the XVIII Century) by one Jonas Blewitt, is both 
amusing and instructive, showing the state of contemiioraneous 
reed voicing, as well as illustrating our point:—“It is supposed 
to assimilate with the I'kldle so named from a city renowned 
for making those instruments; yet, I think it by no means a 
good imitation, it being nearest in tone to the Violoncello, 
tliercfore, the middle or tenor part of the organ should be used 
in adafiting music to this stop.” Corno di Bassetto represents 
thoold Basset Horn, a tenor Clarinet. Krummhorn (Ger. = 
erooked horn), had originally reference to a variety of Shawm 
(jr Horn, now olisolet.e, provided with six holes, and, at the 
lower end, semicircular in form. Cor Morne is variously 
reprc.senlcd as derived from (Kr.) Cor -- ' Horn, Morne •= dull 
or gloomy, or Morne Mountain. I be name C,/romornc is 
an intermediary between Cormorne and Krummhorn. 

In modern times, in this country, if any distinction at all be 
drawn, the t k>rn() di Bassetto is generally a fuller and richer toned 
stop than the thin and piipiant Clarinet. In old organs when 
the Clarinet exttjmled only to tenor C, the name K.rummhorn 
was applied to a Clarinet carried down to the F below, with the 
tube bent towards the middle, similar in appearance to that of 
a Fan 'rrumpet. 'I’his is now obsolete and the name may refer 
to any variety of Clarinet. In lingland the Clarinet is ex¬ 
clusively made as a stop with pipes of cylindrical shape; but 
in Germany the Krummhorn or Klarinette, and in h ranee the 
Cormorne or Corno di Bassetto, is often either a cylindrical 
pipe surmounted by a bell (Cornet-k-Pavillon), and sometimes 
pierced as the Keraulophon, or one of inverted conical shape. 
In such cases it is also occasionally voiced as a chorus stop, 
even as a soft Trumpet standing side by side with a loud 
Trumpet on the Great organ (St. Denis, St. Vincent de Paul, 
Paris). In Germany and Switzerland the Clarinet is almost 
always a free reed of moderately large scale, and, compared to 
our style, frequently of very poor, thin and colourless tone. 
The author, however, heard an excellent free reed specimen 



Clarinet. 





24 


DICTIONARY OF ORGAN STOPS. 



Free-reed Clarinet (Stahlhuth). 


with conical liodies at Aix 4 a- 
( ’hapelle Kurhaus (StahlIiulh). 
It was a good rcprestanation of 
the orchestral instrument’ not 
neces.sarily tlierefore all that 
could be desired in an organ 
stop, for the latter is more 
consistent and regular in tone 
throughout the comiiass than 
the former. The author has 
in his possession a replica of 
one of these pipes kindly made 
for him by Herr Stahlhuth. 

The Clarinet is a stop of 
‘‘short length/' By means of 
a long tongue it is caused to 
speak at unison pitch, though 
the length of the pipe is only 
a little more than that of tliosc 
of a 4 ft. stop. (See remarks 
under Reed). Its peculiar 
hollow tone is clue to the 
fact that reed tubes of cylin* 
drical form have the property 
of strongly reinforcing the 
odd-numbered partials, those 
yielded by a stopped pipe. 
As a matter of fact the even- 
numbered partials are not 
usually entirely eliminated 
from a Clarinet, especially 
from the lower notes. In the 
case of the Vox Humana the 
pipes, though generally cylin¬ 
drical, are not ordinarily of 
sufficient length to exert much 
influence on the tone, to which 
fact, and to the subdued char¬ 
acter of the said tone, is at¬ 
tributable the incompatibility 
of this stop to the rule above 
enunciated. Similarly the short 
pipes of the Physharmonika 
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iu<! not al)l(! to (loiniiiaUj th(! |)iU:li of that stop. It to the Clarinet tube, 
liowovor, lie. ti(l<h'(l a Ik;I 1 (as above) or a tuning slick bearing around it an 
ctcrc.ntric sliaped jiiiva; of inotal (suck as Messrs. Crindrod’s “'I’ubeon”— 
a (lovice wliidi often elTcelii c.onsiderabk improvement in the tone of pipes 
to wliicili it is nlt.'u-.hcd) .some eveiMiumliered parlials spring into greater 
pi'oininenec!, and tlu! tone becomes louder and more Trumpet-like. The 
ClariiuU, is .som<:tini(;!i lett entirely open, l)ut when on an open sound-board 
{U., fiot enclosed in a swell box) it is usually half covered with a shade, 
or Hoinetiines entirely caiiped, to facilitate regulation as well as for the 
purpose of proLcicting it from dust. Occasionally the Clarinet is continued 
by a has.s of Bassoon pipes (<.^., St. Mary, Nottingham; by Bishop). 
Some of Willis’ Clarinets stand on heavy wind pressure with a bore at the 
bcdtorri of tlm boot !)Ut little larger than a pin-hole. The tone of a good 
Clarinet is very sweet and clear. Apart from expressive facilities, the 
treldc; of llu) organ Clarinet may be said to be considerably better than, 
that of tlie orehestral instrument, but the bass of the organ stop can never 
approac.il the riehness of the Chalumeau (or bass portion) of the orchestral 
proUHype. 'I'lie lower octaves are difficult to voice free from rattle. In. 
tiu: hands of a master the Double Clarinet is a stop of rare beauty. It 
was first, inlroduced by Mr. Wedlake in his chamber organ for Mr. H. A. 
Hankey, Condon (iHfi.t), at the rapiest of Mr, Augustus Tamplin, a 
colebraLcd exceutaiiL of the day-- especially for use in Meyerbeer’s “ Robert 
le I liable.” U, is, unforUmately, but seldom made. .See also Flue Clarinet. 
Sca/f. .Clarinet: CC, i" in. 

THK ORCHESTRAL CLARINET is, as its name implies, a stop 
bearing a somewhat similar relation to the Clarinet, as does the 
Orehestral Oboe to the Oboe. 

It is made of ordinary Clarinet pipes, but voiced to be either very thin 
and piipiant, or full and rich like the Corno di Bassetto. There is a very 
good specimen on the Solo organ at Westminster Abbey (Hill), As in 
some h'rencli examples the stop is very slightly hesitating in speech, but 
possesses a delightful piquancy, which would seem to be unobtainable 
otherwise. 'Bhis distinctive feature is probably due to the tongue being 
much curved. The Clarinets in orchestrions are free reeds, msually with 
square wooden bodies furnished with shades. Welte, of Freibourg 
(Saxony), the celebrated orchestrion builders, sometimes, however, employ 
large conical bodies, yielding a tone midway between a Bassoon and a 
Trumpet, 

CLARINET FLUTE—8 ft. tone. 

A fairly large-scaled stopped pipe, differing from the ordinary Gedeckt 
in that the hole through the stopper is larger, the stopper often longer, the 
mouth lower, the nicking finer and the lip thinner. The large hole in 
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the stopper relieves the tone of undue development of the twelfth, uiul ii 
reedy, growling tone, by no means unpleasant, and even somewhat sug¬ 
gestive of the Clarinet (by reason of the odd-numheicd paitials laung 
mainly present), is produced. Light winding is advisable, d'he stop was 
probably invented, and certainly perfected, by Messrs. Cray Sc Davison, in 
whose work many examples are still to be found. I, here is a su('<'<issful 
•instance in the Great at St, Joseph (R.C.), Stockport. Bishop also used 
the stop. A Swell organ specimen of his measured at the mid. C pipe 
in. X i| in., the height of the mouth (to top of arched lip) } in. (very 
low, under a fourth), the hole in stopper f in. I’he tone is very difficult 
to preserve, and to control, throughout the compass. Christ Church, 
Macclesfield; Centenary Chapel, Boston (Lines.); St. Margaret, Brighton; 
Bombay Town Hall (Bishop), contain examples by Gray and Davison. 
The term “ Clarinet Flute ” is often merely a misnomer for Rohrdotc, 

-ClarioMi—Clairon, Clarin, Clarino. (It.) Clarino « a small Trumpet 
4 ft on manual and pedal 

An octave reed, varying considerably in power and quality according 
to the 16 ft. and 8 ft. stops with which it is associated. iPractically an 
•octave Trumpet. The Clarion should invariably be harmonic in the 
treble, as thereby not only is the quality improved and the wearisorms 
clang removed, but it is also more likely to stand in tunc a virtue 
generally beyond the attainments of the true-length pattern. Unhiss of 
harmonic construction the top few notes are, as a rule, formed of flue 
pipes, though Willis carried his reeds right through. Tuba Clarion is 
an octave Tuba. 

Clarion Mixture—This stop was used by Messrs. Walker at a time 
when they had discarded 4 ft. reeds. It was therefore intended to 
add considerable brilliancy to full organ. 

The Clarion Mixture was of III ranks, heavily blown, and voiced to 
eonsiderable power. Had it been of V or VI ranks it would probal)ly 
have been less obtrusive, because less bare. See Schreier. Holy Trinity, 
Sloane Street, S.W.; St. Matthew, Northampton; St. John the Divine, 
Kennington, S.W. 

Clavaeoline— 16 ft; 8 ft 

A free (harmonium) reed introduced into the organ by Beyer, of 
Niirnberg, in 1830. The tongues were of nickel silver. It was similar 
in all respects to its successor, the Physharmonika, save that there existed 
no device for securing expressive effects by varying the wind pressure. 
Fulda; St Wenzeslaus, Naumberg; Perleberg; Salzwedel (Turley, 1838). 
The Clav^oline has also been made as a soft-toned free reed, with bell- 
shaped pipes. 
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CLEAR FLUTE—4 ft 

Invented by Messrs. Kirtlund ^ Jardine, of Manchester. The pipes, 
wliieli are. of wood a.nd nearly sriuare in shape, are open and voiced with 
an inv<.;rted rrrouth on tlic narrow side. Sometimes they are not nicked 
at all. The block is of the (ierinan pattern—as in the Gedeckt— 
wedg(i sha]>ed, owing to which device the wind is supposed to undergo 
compression as it reaclies the mouth. 'The stop is copiously winded; the 
tom; is (dear, dour and hooting, of a type which scarcely blends well, and 
which do(ts not geiujrally appeal to the listener as particularly musical. 
Bccsion Parish. Churcli, Notts.; St. Peter, Manchester. Scale: CC 4 fh, 
3|. in. X 2| in. 

Clochette8—(Fr.) ■* Bells. See Carillons. 

Communicanten-Glocke— A bell employed as a signal to intending 
(.;ommunicants to approach the altar, just as the Sacring bell is 
now .so employed. At Walschleben, near Erfurt, it was sounded 
in the organ. 

Compensation Mixture — Compensating Mixture, Corroborating 
Mixture. 

(») Invented by Merr Miusik-direktor Wilke of Neu Ruppin, and first 
introductal at St. Catlierine, Sal/.wedel, by Turley, in 1838, as a 
repeating pedal Mixture of V ranks (3J ft; 2|ft; 2 ft; ij* ft.; and i ft), 
liu; slop was intended to lend a d(;cisive intonation to pedal notes in 
rapid piissages. Of recent years the diOicully of securing promptitude ot 
specjcb in pedal pipes has b(;cn solved by the use of beards for flue 
pipes and of pneumatic starters for large reed pipes. (2) A soft Mixture 
intended to represent the natural harmonics in which the organ, in 
comparison to orclieslral instruments, is deficient. This type of Mixture 
is sometimes named Corrolxirating Mixture. A Compensating Mixture of 
VI ranks occurs on the Pedal organ, and a Corroborating Mixture of V 
ranks (string-toned) on the second subdivision of the Swell organ in the 
organ designed by Dr. Audsley for the St. Louis Exposition of 1904 (Art 
Organ Co., Los Angelos). 

C3om.C 5^1?* Flu-tcs—Orchestral Flute. (Ger.) Konzerflote. 4 ft; 
sometimes 8 ft. 

Generally on the Solo organ. An instance occurs on the Great at St. 
Margaret, Westminster (Walker). Though originally identical with the 
German Vienna Flute, there is now no special signification attached to the 
name. It might be (i) Flauto Traverse ; (2) Harmonic Flute 
(powerful); (3) Large open wood stop of the Tibia Major type; (4) A 
clear-toned Flute of the Waldflote type. 

COME DIAPASON— See Cone Gamba. 
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CONE GAM BA—Generally known in this country as SpitzflotC. 

The Cone Gamba is shaped like a Gemshorn, tapering as the f>ipe 
ascends. Though of larger scale it retains the characteristic swcnd. a,iu 
bright quality of that stop. It is, in fact, midway in tone bctW(jen a 
Diapason and a Gemshorn. Radcliffe, Manchester (formerly litc Nave 
Organ, York Minster, by Hill). The stop known as Cone Dio,pason is 
practically a distinction without a difference. Its tone, if anything, 
inclines rather more to that of a reedy Diapason. Cone Gamba must not 
be confounded with Bell Gamba, or with the Hill Viola da Gamba (see 
Bell Gamba). 

Cone Gedackt —8 ft tone. Invented by Mr. Hope-Jones. The only 
example of the Cone Gedackt occurs in the Choir organ at Worcester 
Cathedral. Tenor C, 3 in.; Mid. C, in.; Treble C, in 

diameter. 

The bass is of ordinary Gedeckt pipes with solid stoppers, but from 
fiddle G upwards a tube of inverted conical shape is fitted into the stopper. 
In this case the tube is tuned to resound to a note one octave higlier than 
that of the pipe. The octave, a partial absent from stopped pipes (see 
note under Bourdon) is thus introduced, consequently the tone resembles 
to some extent that of an open Flute. Following in the wake of .Professor 
Helmholtz, Mr. Lewis and Mr, Hope-Jones have obtained some very 
peculiar and not altogether displeasing effects from Gedeckts by tlie 
employment of chimneys of unusual lengths. It is obvious that variouf> 
upper partials, harmonic and inharmonic, can thus be accentuated or 
introduced. The chimney’may also be extended inside of the pipe -’Withi 
mixed results. In some of Willis' Lieblich Gedeckts the stoppers at tenor 
C measure as much as 8 in. or 10 in. long. 

Coni —See Conus. 

Conoclyte —(Gr.) cwvoe = a cone; = I hear; icXuroc = audible (?). 8 fh 

At Beauvais Cathedral (1827-1829) were introduced the first examples 
of the modern type of organ free reed, viz., Conoclyte, Terpomele and 
Euphone. The two last are rendered expressive by a device for varying 
the wind pressure. The Conoclyte, which speaks on a fixed pressure, is 
composed of tin pipes of Gemshorn (tapering) shape. In tone it is a sort 
of combination of Bassoon and Clarinet 

—(Lat) Contra = against. 

A prefix synonymous with double, indicating sub-octave pitch— 
an octave below the unison. For Contra Bourdon, Fagotto, Gamba, 
Trombone, etc., see respective headings. 

CoiaL*fel?a» JSiass—Kontra Bass. 16 ft 

A stop imitative of the double bass of the orchestra. See *Violon„ 
Major Bass. 
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Contras Profundas The name applied to the 32 ft pedal stop at 
Scjvilk; 0 ,th(alral (Acjuilino Ainc/aia, 1903), 

Conus (k)ni. (I. at) Conus ^ ^ c;onc. 

So iKuned from the sliape of the pipe. A Spitzflole. 

Coppel Copula, Coupling Flute, Koppel 16 ft; 8 ft; 4 ft 

A Ituan applied to the (k;daekt on account of its supposed use to bind 
togetlier or ttiollify stops of extreme tone. The idea still survives in the 
traditional use of the Cedackt with the Clarinet The probability is 
that tlu! (Mrly (Clarinets were so thin and rough that they scarcely admitted 
of inde])(in(lent solo usage. The Coppel was also employed in the case of 
slow»s[)caking stops—such as Gambas (see German Gamba, Helper), 
Sormdimcs the Coppel was composed of open pipes. The name was also 
occasionally applied to the Gemshorn (why, is a mystery), and to mutation 
ranks either separately or collectively as a III rank Mixture (e.g., 
St Donu’nico, Prague). Minorite Church and St Stephen, Vienna (latter 
by Walcker, 1886); Monastic Church, Weingarten (Gabler, 1750). 


Coppeldone~4 ft- 

Perhaps a variation of Coppeltone “ coupling tone. An 
Octave. St, Johannis, Liineburg, 

CoppendofP—2 ft .; 2| ft. Konigsberg. 'Perhaps Coppell 

imL 



Copula—See Coppel, 

COH«*-(Fr.) - Horn. 

C 3 €> 1 ? — Como Inglese, English Horn. 

(Fr.) ICnglish Horn. *16 ft.; 8 ft; rarely 4 ft 
Formerly a large-scaled free reed, now a sma/i-scaled reed, 
imitative of the orchestral instrument. The stop was specia¬ 
lized in P'raoce as a free reed, and at one time it was cus¬ 
tomary to import Cor Anglais stops of 'French manufacture 
and voicing into P^ngland (e,g, St. Peter, Manchester). As 
recent examples of such imported stops may be cited those 
in the organs at Castle House, Caine; Derby Road Chapel, 
Nottingham (both by Conacher). There is also a very fine 
16 ft. specimen at Oulton Rocks, Stone (Binns), and another 
(tongues from Cavailld-Coll) at Trinity College, Cambridge 
(Plill). Cavaill^-Coll, however, abandoned the use of free 
reeds circa i860. Equally satisfactory tone can be obtained 
from skilfully voiced beating reeds; and these, moreover, 
have the advantage of being free from that very unfortunate 



ui 
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virtue of free reeds {g.v) viz., that of standing too well in time. As 
English builders do not make free reeds, and as the (-raze for their im¬ 
portation has died out, the Cor Anglais, when made at all, is now usually a 
beating reed, Warwick Collegiate Church (Hopc-Jones). I he shafie 
of the pipe is peculiar, the tube, which widens slightly, being surmounKul 
by a double bell, successively widening and narrowing. The tone of the 
Cor Anglais is rich, and in the lower notes of a very peculiar hollow and 
metallic quality. A faithful representation of the tone can often be built 
up with such stops as Viola da Gamba (old Hill type), combined with a 
soft Suabe Flute, 4 ft. (see Flue Cor An Calais). Mr. T. Tertius Noble, 
the accomplished organist of York Minster, employs with remarkable effect 
the following recipe for Cor Anglais tone-String Gamba, 3 ft.; Gems** 
horn, 4 ft; and Clarinet, 8 ft. There is a Cor Anglais of a somewhat 
singular pattern voiced by Mr. Evennett in an organ at Sale (Lewis). It 
is composed of pipes of conical shape, surmounted by an adjustable 
hood. 

Cor d’Harmonie— 8 ft 

An Oboe bass, probably of Bassoon pipes. St. Denis, Paris. See 
Harmonie. 

Cor de Basset— 8 ft See Corno di Bassetto. 

Cor de Chasse— See Waldhorn. 

COR DE NUIT —Nachthorn. (Fr.) Cor « Horn; (Fr.) Nuit «« night ; 
(Ger.) Nacht = night. This stop derives its name from the Horn 
of the night watchmen of olden time. In some places in the .south 
of France the custom still survives of the night watchmen blowing 
their Horns and announcing the hour and the state of the weather. 
Formerly 16 ft.; 8 ft; 4 ft.; rarely 2 ft. Now usually 8 ft 
(i) A modified form of Quintaton. The prominence of the twelfth 
imparts a horn-like character, especially in the tenor octave. The pipes 
are of large scale, and it is essential that the mouth be low. Of this there 
are two varieties: (a) A stop differing from the Quintaton only in having 
the twelfth less prominently pronounced. Washington Temple, U.S.A. 
(Kimball Co,), Fernhorn (Echo Nachthorn). {b) A Gedackt which, in 
speech, touches the twelfth, and then drops down to the ground tone only, 
yielding but little more of the twelfth than the ordinary Gedackt. This 
type of Cor de Nuit is met with in France. There is an example by 
Cavaille-Coll in the Celestial organ at Westminster Abbey (Plill). There 
is also a 16 ft specimen on the Choir organ at St. Margaret, Westminster 
(Walker), though bearing the name of Quintatdn. Mr. Gern has used it 
on several occasions in this country St. Matthew, Westminster). The 
stop is sometimes bearded. 
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{2) In Germany ttic Nachthorn has occasionally been made of open 
pipes, rcsernliling in lone a horny Hohlflote, or a Waldfldte of the Walker 
type. 

(3) It was not unknown as a reed. St. Lambert, Munster (former 
organ). 

Cordedain—4 ft 

A metal Elauto Traverse. St Thomas, Strassburg, 

Cormorne— Cromorne. See Clarinet- 
Coma Musa— See Musette. 

Come Parforce— See Waldhorn. 

Come Sylvestre— Sec Walphorn. 

—(r) A Mixture stop, usually of V or IV ranks. 

When composed of V ranks it comprised Stopped Diapason, 8 ft; 
Principal, 4 ft.;- Twelfth, 2| ft; Fifteenth, 2 ft.; and Tierce, i|- ft When 
of IV and III ranks respectively, the Stopped Diapason and Principal 
were successively omitted. Occasionally the Cornet was based on 16 ft 
pitch, at the Music Hall, Boston (Walcker); St. John, Schaffhausen. 
In England the compass usually extended to mid. C, but in Germany it 
was frc(picntly carried to tenor C or bottom C. It was much used for solo 
work. At Cologne Cathedral and some other German churches, there 
survives a traditional, and not altogether ineffective custom, of using the 
Cornet as a solo stop to accompany the priest's voice. 

Cornel Voluntaricis were at one time of great popularity. They 
consisted of ‘‘runs and twirls for the right hand" (Hopkins). The best 
known are those of Stanley, Blewitt, Dupuis, Russell. 

The pipes of the Cornet were of enormous scale and voiced flutey; 
they extended throughout their compass without breaking. The stop was 
often mounted on a small soundboard of its own above the other pipes, or 
was provided with very long feet in order (i) to economize space and 
facilitate tuning; (ii) to avoid sympathy and render the tone more 
prominent. This variety was known as Mounted Cornet Very 
peculiar effects were often to be obtained from the Cornet. Mr. Casson 
once informed the author that he had heard one, without any unison rank, 
bearing some resemblance to a modern Orchestral Oboe. The objection¬ 
able feature of the stop was the prominent Tierce rank uncovered by any 
rank of higher pitch. It is a pity that the Cornet, or rather that type of 
stop, has fallen into disuse. In good examples sometimes to be heard in 
Germany the ranks combine well with each other, and, when used in 
combination, the ensemble, instead of suggesting screaming fifths and 
thirds, is extraordinarily bell-like in cohesion of tone. Abroad, as a 
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combinational stop, the Comet is sometimes made to incniasu in tlm 
number of ranks in the treble. When so designed it serves to disguise 
the “breaksin the other mutation work. This variety is ofl(;n known 
as Progressio Harmonica, and sometimes as Compensation Mixiiirc (y.//.)* 
The name Cornet is now applied indiscriminately to any Mixture stop of 
a goodly number of ranks. 

(2) Occasionally the Comet is found as a reed, usually on the Pedal 
organ, and of 4 ft or 2 ft pitch. In such cases the tone resiunhlcs that 
of the Zink (^.a). Also named' Cornetin, Cornetto, or Cornettino. 
Konigsberg Cathedral, 8 ft; St. Ulrich, Magdeburg, 

Echo Cornet —A Mixture stop usually enclosed in a swell box. 

Generally what is known as a Dulciana Mixture. 

There is an excellent example of an Echo Comet of VI ranks in the 
Celestial organ at Norwich Cathedral (Norman & Beard), furnishing an 
excellent example of what a Mixture can be made when due care and 
interest is expended thereon. 

Cornet-k-Pavillon —(Fr.) Pavilion =* bell. 8 ft See Clarinet. 
Cornettino —See Cornet, Zink. 

The name Cornettino has also been applied to a reedy-toned Fifteenth. 
Cornetto— See Cornet, Zink. 

Cornetto di Caccia— See Waldhorn. 

GORNO —(It) Como « Horn. 

The name is occasionally used for the Horn stop, 

Coi*no di Ba^ssetto—See Clarinet, Basset Hoeh 
(Como Basso). 

Coi»3ti.o I>olc5^—8 ft ; occasionally 16 ft 

The Como Dolce may be said to be a louder form of Flauto Dolce. 

It is constructed of Dolce-shaped pipes, wider at the top than at the 
bottom. Free Trade Hall, Manchester (Jardine); Rugby School Speech 
Room (Bryceson). The stop is made by Messrs. Andrews of Bradford. 
Sometimes, however, the Corno Dolce is shaped like the Flhte Conique, 
and occasionally even resembles the Waldflote. 

Coi?no ft. 

(i) A reed stop, invented by Mr. William Hill. It possessed wooden 
tubes, and was of a quiet tone, resembling, somewhat, that of a modern 
Orchestral Oboe. An example still exists at St. Olave, Southwark. The 
stop being a reed, the selection of the name was scarcely happy. (2) A 
flue stop invented by Mr. Herbert Norman (Messrs. Norman & Beard). 
The tone, which resembles that of a Dolce or Flflte d' Amour, is extremely 
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beautiful and naellow in quality. In the tenor it affords a good represent¬ 
ation of tiu; Orchestral Horn. The languid is inverted, being flat at the 
top and bevelled away underneath (see Inverted Languid, Stops with). 
I ho iqipcr lip i.s arched, left slightly rounded (*.«., not definitely flattened 
into .1 bay-leaf), and not bevelled. A specimen in the author’s possession 
mcasure,s, at Mid. C, i| in., cut up ^ in., on 4 in. wind. The Como 
Flute IS usually made of spotted metal. It forms an ideal Great organ 
accorapanimental stop. All Saints, Notting Hill, W. 

CORNO INGLESE—(It.) - Cor Anglais. 

—Corno = Horn. Pean, or Paean = Plymn of 

Praise. 8 ft. 

(i) A reed stop invented by Mr. William Hill. Of smaller scale and 
somewhat smoother tone than the Horn, it is softer and rounder than the 
Trumpet. The pipes are of inverted conical shape, and the tongues thick. 
Like all chorus reeds the Cornopean is all the better for a fairly heavy 
wind pressure. This class of stop was practically perfected by Willis, 
whose work exhibits as great an improvement on that earlier in vogue, as 
did the latter on that of the old English builders. A harmonic treble is 
absolutely essential for the best re.sults. A smooth-toned reed of this 
description is more effective in the Swell than a Trumpet. (2) Formerly 
in Germany the name Cornopean was sometimes given to a large-scaled, 
flue stop of horn-like tone, a variety of Cor de Nuit. 

Corroborating Mixture—See Compensation Mixture. 

Cottjpl®**—(i) A mechanical device for uniting various departments 
or keys of the organ together. 

Couplers are comprised under the following headings(a) Uniting 
two departments—Swell to Great, Swell to Pedal, etc. (b) Octave and Sub- 
octave Couplers, depressing the notes at intervals of an octave respectively 
above or below the chord held. Thus, if the chord C E G be held 
on die Swell organ, and the Swell Octave Coupler be drawn, the said 
C E G will be duplicated an octave higher. This type of coupler may 
further be divided into two classes(i) Those couplers acting on one 
manual only, or on the pedal, as described above, (ii) Those acting on / 
separate manuals—Swell to Great Sub-octave, Swell to Great Octave. * ^ 

The Tictave Coupler is sometimes named Super-octave Coupler in’” 
contradistinction to the Sub-octave Coupler. Strictly speaking this is a 


The above is the tertninolog)^ usually employed. The author must, nevertheless, 
express his strong preference for the style : Swell Sub-octave to Great, Swell Octave to 

Great—^as being more lucid. 
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misnomer, as super-octave implies 2 ft. not 4 it. pitch. A renl SupcT» 
octave Coupler, Choir Super-octave (two octaves ahov(;) to Vvdal was 
fitted to the organ at Trinity Collage, Cambridge, as (uirly a,8 i<S36, at the 
suggestion of Dr. Walmisley, who desired to provide for jaKlal melodic 
effects. At the same time, if Super-octave be wrong, then Sub-octave is 
also wrong, for it would imply unison pitch. It would be less confusing 
to adopt the style, Sub-unison and Super-unison, or simjily “Sub” and 
“Super.^’ (c) Double Touch Coupler, coming into oi)eratic)n only when 
the key is depressed beyond a certain distance. Patented in rncschanical 
form by Stidolph, of Ipswich, in 1859, used in pneumatic form by 
Mr. Wedlake in 1862, and more recently in electric form by Mr. Hope- 
Jones (see Double Touch), (d) “Unison Off” Coupler. This was 
invented in the form of a movement giving “octaves only” by Mr. Casson, 
being first used by him at Omagh, Ireland (1898). The “Unison Off” 
Coupler has been used by Walker (St. Margaret, Westminster ? York Min¬ 
ster), Forster & Andrews, Hunter, Keates, Compton, and possibly by other 
builders. It is a device for silencing unison action. With Sub»octave 
and Octave Couplers drawn, a given chord will sound in three pitches 
sub-unison, unison and super-unison. On drawing the “Unison off” 
Coupler the middle of the chord is removed, and super-imison and sub¬ 
unison pitches only remain. Very curious and interesting possibilities 
are thus placed at the disposal of the player. The Swell Obotj H ft. or 
Gamba 8 ft. may be most effectively coupled to the (meat orgari 1 (ohlflotc 
in suh-unison pitch only, or the Solo Bassoon x6 ft. and IlarTuonic Mute 
8 ft. in super^unison pitch only. That the distinctive effect is at once lost 
if unison pitch be added, practical experiment will readily (U;monstra,te. 

In some organs, more particularly in America, the unison action is 
made to draw as a separate coupler. It is, however, preferable to assume 
the normal operation of the unison action, for the provision of a negative 
“unison off” action, for special use, is no constant tax on the organist’s 
memory, as is the case with the contrary arrangement, Bo much lor the 
different varieties of couplers. In 1881 Mr. Casson introduced the 
practice of grouping all couplers as stops of the division, the power or the 
resources of which they augment. Thus the Great to Pedal will be 
grouped with the Pedal organ, the Swell to Great with the Great organ, 
the Swell Octave Coupler and the Swell “Unison off” with the Swell 
organ, and so forth. The practice has since been adopted by several 
other builders, notably by the late Mr. Henry Willis at St. Paul’s Cathedral 
(1901). (See also Octave Coupler). 

(2) For “ Coupler,” in the sense of Coupling Flute* see Cofpel. 

Coupling Flute —See Coppel. 

Courcellina —8 ft. See Bell Diapason. 
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Courtel —Courtal; Courtand. (Fr.) Court short, Courtand = thick-set. 

I’he instrument was a short Bassoon. Courtel was an ancient name 
for Bassoon. “ I knew him by his hoarse voice, which sounded like the 
lowest note of a double courtel.”—(Tom Brown, Works, ed. 1760, ii., 182). 
The Courtel was one of the stops which Harris challenged Smith to make 
within a certain specified time for the Temple organ. The name has 
been used by Mr. Casson. 

CremaoMia—See Clarinet. 

CUBE—See Pyramidon. 

Cuckoo—Cuculus, Cukuk, Gukuk, Cuckguck. 

An arrangement whereby the cuckoo was imitated by pipes speaking 
an interval between a major and a minor third apart. An example is still 
extant at the Monastic Church, Weingarten (Gabler, 1750), though when 
the author heard this instrument the Cuckoo was “ on strike.” St. Catherine, 
Magdeburg; Sondershausen; St. Gotthard, Hildesheim. 

Cuspida—See Flauta Cuspida. 

Cylinderquint—A Quint or Twelfth with pipes of cylindrical shape, as 
opposed to the tapering Gerashorn pattern, formerly so fashionable 
in Germany. 

Cy*ia.lba<l—Cimbale, Cymbel. 

Pos-sibly owing to its brilliant effect the stop derives its name from the 
orchestral Cymbals. (Gr.) Kv/xlhu - a cavity or hollow vessel. From an 
imitation of the sound of striking a hollow object. Cf. (Gr.) = to 

clank, akin to (Lat.) Campana bell. Practically identical with Sharp 
Mixture, or Furniture. Occasionally real cymbals were introduced into 
the organ, e.g. Cymbelpauke (Cymbals and Drum) at St. Catherine, Danzig. 

Cymbalstern—Cimbalstern, Etoile Sonore, Vox Stellarum. (Ger.) Stern; 
(Fr.) Etoile; (Lat.) Stella =» star. (Fr.) Sonore = sonorous; 

(Lat.) Vox — voice. • • 1 

The Cymbalstern was a very favourite accessory of mediaeval continental 
organ builders. It consisted of a star-shaped metal case representing the 
star which guided the Magi to the cradle of the Messiah. To it were 
atlached—either inside or outside—little bells, which jingled when the 
star was caused to rotate. A few examples are still extant, eg., that at 
the Monastic Church, Weingarten (Gabler, 1750). Other examples 
occurred at Walterhausen, and St. Michael, St. Katherine, St. Jacobi, 
St. Nicholas, Hamburg. 

Czakanflote—8 ft. Practically identical with Portunal. St. Marien- 
kirche, Lubeck. 

The Czakan or Stockflote (obsolete) was a variety of Flageolet of 
Bohemian origin. 
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Decima—(Lat) = tenth. Great Tierce, 3|.ft. 

Decima Nona—(Lat.) - nineteenth. Larigot, i| ft. 

Decima Quinta—(Lat.) »« fifteenth. Super-octave, a ft. On the Pedal 

organ, an octave lower. 

Decupla—(Lat.) Decima « tenth, Plicare » to fold: * tenfold* 
Decima or Tierce. 

—From the Greek ^ ha raerufr^ an abbreviation of the 
phrase ha 7ra<r<Dv avpajirnda a concord through all the 

tones—/.(?., a concord of the two tones obtained by passing tlirough 
all the tones (Century Dictionary). 32 ft; 16 ft; S ft; 4 ft; 2 ft; 
and Mutation. The word is taken as a standard of pitch (1 )iapason 
Normal). The stop is the standard of the organ, its tone the 
typical organ tone. See also Bell Diapason, Double Diapason, 
Fifteenth, Major Bass, Mixture, Octave, Principai., Super- 
octave. We shall here confine our remarks to the 8 ft. variety. 
(Get) Principal; (Ft) Montre, or colloquially Flfitc <le Duit 
(i) Unlike other tone qualities Diapason tone i.s peculiar to the organ, 
finding no counterpart in the orchestra. The Diapasons constitutfj tlic 
backbone of the organ, holding the balance between lOiites, strings and 
combinational reeds. Proportionately, therefore, as the Diapasons (>( an 
organ depart from this distinctive position, so does the general tiusanbU 
suffet If the stop be flutey, the organ lacks life and vigour, and tlut strings 
and reeds stand aloof; if, on the other hand, the tone be stringy, dej)ih 
and dignity are sacrificed to brilliancy. In medio tutissimus /ins. Thus, 
attempts to render Diapason tone sensational or imitative are n(!cessarily 
futile—it ceases to be Diapason as that word is understood by judges of 
tone. The author would by no means wish to imply that there is but one 
pattern stop worthy of the name of Diapason. There are Diapasons of 
various types, just as there are varieties of Gambas and Flutes. One 
writer, it is true, in a pamphlet issued a few years ago, advanced one hard 
and fast set collection of measurements, one stereotyped alloy of metal, as 
alone productive of true Diapason tone suitable to a fair-sized church, 
endeavouring to justify this ukase as being determined by an Art rule. 
The difficulty is, rather, to believe that anybody claiming the name of 
artist could possibly advance such a proposal. Diapason tone is not, and 
let us trust, never will be, the arbitrary standard determined by one brain. 
We hear much nowadays of standardization—it were as well to attempt to 
standardize cookery as organ tone. Quot homines tot sententirn. But taste 
must be ordinate, and there are broad limits, outside of which, in the 
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judgment of competent tone critics who have studied the most repre¬ 
sentative types, true Diapason tone is lost and merged into Flute or string 
tone -limits, howbcil, dellncd by no arbitrary line of demarcation. It is 
within these bounds that the author will endeavour to justify his own 
particular preference. 

(2) The pii)es of the Diapason are of metal-—the heavier 
and thicker the better-"Cylindrical in shape, of large scale, 
and copiously winded The wind pressure on which the stop 
is voiced varies considerably according to circumstances; it is 
usually from 3 in. to 4 in. It is possible to voice the stop on 
,a fairly heavy wind pressure, the bore remaining small, but as 
S in. or 9 in. is exceeded, it is difticult to avoid windiness if 
the tone is to be kept sufficiently subdued for normal use. 

The bore, in fact, becomes so attenuated that the rapid inrush 
of wind is apt to give rise to windy and whistling sounds. 

There is, howcjver, a Diapason on the Solo organ at St. John 
the Divine, Kennington (Walker), speaking on actually 15 in. 
wind. It is sometimes convenient to plant a Diapason on the 
■same soundbnard as heavy pressure reeds, and a capable 
v(.)ic(;r can do so within the limits specified above, absolutely 
a,rul entirely disguising the employment of heavy pressure from 
the lisltmer. Tin; early bhiglish builders, with their small 
scales and light wind pressures, often succeeded in producing 
stops of beautiful ([uality, mellow, sweet and cantabile to 
a, dc^gree.stops admirably adapted to the musical require¬ 

ments of the age, but now, as (heat organ primary Diapasons, 
totally inadefiuatc in point of power. It is sometimes 
asserted that the production of this class of tone is a lost art, 
that modern voicers cannot equal, much less excel, the work of 
•sticl'i geniuses as vSmith, Harris, Snetzler and Green. It 
cannot too dermitely be pointed out that any such statements 
aie absolutely at variance with the facts. Modern artists, with 
the increased resources science had placed at their disposal, 
can voice delicate Gedackts and Dulcianas of exquisite quality 
—and, further, can preserve the same degree of perfection 
throughout the whole compass, an attainment which even their 
most zealous devotees can scarcely with any semblance of 
verity claim for the old school of builders. 

In like manner, did they so desire, modern voicers could 
faithfully reproduce the old style of Diapason. In truth, much of the 
work of the late Mr. Thynne, whose ideals in some respects centred round 


Diapason. 


See the author’s *^Tonal Design in Modern Organ Building,” pp. 18, 19, 22 and 23 
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the work of the old builders, provides a striking (ixc^inplifiaition of the 
validity of this contention. But the fact is, not <jnly the* musical reciuire* 
ments of the age but also some of the fundamental pritjciples of orgmn 
building have since changed, and modern voirers have no (li;sire to 
embrace Father Smith as their sole tonal exemplar. Diapasons of tlm 
old style, though in a sense pervading, are but sliglitly more pow(;rfu] 
than Dulcianas; they are pre-eminently adapted to a certain type of 
unenclosed Choir organ, but, as has already been observed, when rccpiired 
to do duty as Great organ primary Diapasons they do not adcxpiately 
satisfy the practical requirements of the present age. A certain old- 
fashioned delicacy of tone has indeed to be sacrificed (though it is 
preserved in registers more fitted to display it), but in its stead we are 
enabled to command a breadth and sonority infinitely more dignified, 
grand and soul-stirring. * 


*An absurd superstition, which seemingly dies hard, is that the tone of organs* 
improves with age. Few responsible persons, I suppose, will attempt to nminiain this, so 
far as reed tone is concerned. As regards flue pipes, it is known that alloys containing a 
large proportion of tin undergo, wdthin a short period after casting, a certain amount of 
change as regards malleability. Practically considered, though it is just possible that 
some slight change of tone may occur within the first few months afttm the piix* is made-— 
whilst, so to speak, it is settling down—there is absolutely no ground whatever for 
supposing that subsequent to that period any internal process of change takes place. 
There is, on the other hand, every evidence for that fact that constant tuning, ejctendirjg, 
maybe, over a period of some years, must, and docs lead to considerable deterioration in 
the tone of the pipe. It is also known that alloys rich in tin exhiljil a certain amoirnt of 
resiliency, and that those containing a large proportion of ]ea<l are possessed of slightly 
viscous properties, and are therefore apt, with the lapse of time, to sink down under 
their own weight. It is quite evident that if these characteri.stics are at all worthy of 
consideration they merely conspire to upset the mouth adjustment of the pipe, and 
thereby to impair the tone. 

Another similar assertion, sometimes ventured, is that owing to the introduction 
of heavier wind pressures pipes no longer mellow with age as in days of yore. The* 
fact is that the mellowness of the tone which is conspicuous in much of the work 
of Father Smith, for instance, was there from the very start. In his days, com¬ 
petition seems to have turned more on the question of merit than of cash ; folks were 
more leisurely, and were not addicted to the hurry and bustle of modern commercial' 
life. We catch one glimpse of the Utopian conditions under which he was enabled to 
labour in Dr. Burney’s traditional statement, grossly exaggerated as it certainly is, that 
Smith refused to work with wood which had the least knot or flaw in it. Smith, 
Snetzler, and Green, were the Willis’s and Hills of the day; there were assuredly 
“jerry-builders” in olden time just as now. 

The principle that “the old is better than the new” may doubtless hold valid so far 
as articles like wine and furniture are concerned, but in the case of organs mere 
antiquity is, in itself, no guarantee of value, but rather the reverse : for in ninety-nine 
cases out of a hundred the antiquity of an organ is merely an estimate of its utter 
worthlessness for practical purposes. Even in the case of the famous old English builders- 
the defence, under its best complexion, virtually amounts to this that given such an 
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(3) If, thcD, tJu; orgmi is to maintain that massive dignity and grandeur 
whi< 1 i lias won for it tluj title of “King of Instruments,” Diapason tone 
must pHslominati;. One of the main problems of the present day is that 
of onfiuring tliis predominance without, on the one hand, the production 
of crKirse, overblown tone, and, on the other, undue tonal duplication. 
It may be saiil at tin,; outset that many tonal schemes comprise a Mixture 
or a Vox Humana, and yet but one Diapason, of disproportionate 
magnitude, where two stops are undoubtedly demanded. Organ tone 
cannot .satisfactorily be built up by the mere conglomeration of a few 
powerful stops of e^xtreme tone; the full organ should build up, in the 
true sense of the term, from the softest combinations. On the other hand, 
the organ designer cannot proceed to duplicate stop after stop, heedless 
alike of the increased expenditure of material and space involved, as of the 
liability to that fatal jdicnomenon known as “sympathy.” How then is 
CO b(.j secured, without deterioration of quality, maximum efficiency at the 
minimum outlay? We may best seek the solution of this problem by 
reviewing the various types of Diapason. We have in the work of William 
Hill the legitimate development of the Snetzlcr Diapason, a ringing and full 
tone, though perhaps somewhat disposed towards stringiness. Following 
on this we notice the fine stops of Jolin Gray and the early Willis Diapason. 
About this time the desire for increased volume of tone became widespread, 
finding its (^xpntssion in rough Horn Diapasons, Harmonic Diapasons and 
similar barbarities on the Great organ~the increase of noise rather than 


orgari wc may reasonably suppose that certain portions of the compass of certain of the 
scops were once perhaps as good m the work of a clever modern voicer would be: but 
there arc always strong a priori grounds for concluding that the tone of the metal stops, 
at least, has been hopciessly ruined by constant tuning, and by the ravages of time. The 
very worst Dulciana I ever heard, was one of Snetzler’s in an organ at a York church. 
Yet there were numbers of people who, on learning the origin of the stop, forthwith 
acclaimed it as one of unsurpassed beauty. I have ventured to enter at length into this 
subject, because of the inestimable harm this antique organ ‘‘bogey” has done to the 
cause of the advancement of modern organ building. I yield to no one in my respect for 
Snetzler organs, as the life-work of a great artist to whom the art of organ building is 
largely indebted ; but their proper home is the museum, not the church. It is, of course, 
easy to enlist sympathy by raising the cuckoo-cry of vandalism in this connection ; but, 
unfortunately, the said “bogey” is largely responsible for a most ridiculous state of 
affairs, viz., that the authorities of any church, which happens to possess an organ more 
than thirty years old, are strangely led to imagine that the pipes have become vastly 
mellowed by age and must on no account be discarded, or interfered with, when a new 
instrument is ordered. There is, normally, no more sense in asking an organ builder 
to rebuild an old organ, or incorporate part of it in a new one, than there would be 
in asking one*s tailor to patch up a pair of early Victorian breeches and to include them 
in a new suit. It is not denied that economy sometimes demands the use of old material, 
but the system is ordinarily very unsatisfactory and^ very much overdone, and English 
organs would be the better for less tinkering and rebuilding.—T- I. W. 
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foundation. Then, with things at a very low ebb, follows the Schuke 
renaissance: the German Schuke at Doncaster, with his quiet and full, though 
to our ears, strangely inadequate, Diapasons, the Anglo-Gcrnian Schul/e at 
Armleyand Hindley, culminating in the magnificent flood of tone at 'Fyne 
Dock. Schulze employed a very wide, low mouth, and a large bore admitting 
a copious supply of wind at moderate pressure. In the tenor the result is a 
tone of great magnificence and splendour, powerful and weighty; but in 
the treble the tone is thin and reedy, absolutely disproportionate in power 
to the tenor. In fact, the tone in the treble is that of a Principal, not of 
a Diapason at all. The impetus Schulze imparted to the English organ 
building industry resulted in a marked improvement in the work of some 
of the provincial firms. Messrs. Kirtland & Jardine and Messrs. Forster 
& Andrews {e,g., at All Saints', North Street, York) adopted the wide¬ 
mouthed Diapason. Basing his work on Schulze’s methods, Mr. T. C 
Lewis, of London, also -attained considerable renown for artistic organ 
tone. In our own time some good Diapasons of the Schulze type have 
been voiced by Messrs. Vincent, Harrison & Harrison, Binns, and other 
builders. The writer heard several pipes of a stop now in the organ at 
New College Chapel, Hampstead (inserted to the order of the present 
talented organist, Mr. L. K. Boseley), voiced by Mr. Vincent side by side 
with Schulze's in the Tyne Dock organ, till they were indistinguishable 
therefrom Alas 1 Imitation is oft but poor flattery. The Schulze style of 
voicing has also led to some very poor productions, lacking the splendour 
but retaining the less desirable attributes of Schulze’s work -stops 
characterised mainly by a harsh, grinding quality, hard and strident in 
tone, devoid of dignity, ineffective in combination and wearisome to the 
ear. Having been surfeited with empty string tone, the pendulum of 
opinion swung to the opposite extreme. The reaction culminated in the 
use of huge scales and very high-cut mouths—undesirable features, both 
of them. Sensation-raongering in Diapason, of all tones, is, for the reason 
enunciated at the commencement of this article, the sure path to the utter 
debasement and prostitution of organ tone, true and proper. The true 
solution of the question lies, of course, in the ma media. Each of the 
two extremes embodies the result of a striving after dignity and solidity of 
tone, “big" tone as it is sometimes expressively styled, an ideal, sound in 
itself, but in these instances imperfectly realised. 

(4) The past few years have witnessed in this country a wide-spread 
revolution in the tonal department of organ building. One basic attribute 
of this change was clearly apprehended by a friend of the author’s, Mr. R. 

P. Elliot, an American organ builder and a keen judge of tone, who 
recently, after having visited the most important instruments in this 
country, delivered himself of the following apposite comments: “I was 
glad to observe a strong tendency away from the coarse tone, that had 



DICTIONARY OF ORGAN STOPS. 


4® 


seemed instif>arable from powerful organs, towards refinement; and by 
refinement I do not mean weakness, but purity.^’* Precisely the same 
tendency is to he observed in the realms of choir-boy voice production. 
It is a fact j)a.tent to all that the head tone of a boy’s voice far excels in 
purity and pervading character the old fashioned reedy chest tone.f 

d'lie work of Schulze certainly displays wonderful characteristics for its 
period.}: One cannot help the feeling, nevertheless, that there was much 
in it justifying the reactionary movement above-noticed. One can admire 
the weight and glowing splendour of the tenor portion of his large 
Diapasons, and yet recognise the need of greater purity and refinement of 
tone in the treble. There is, of course, no especial difficulty connected 
with the attainment of weight and solidity in the lower portions of a 
Diapason, it is when the treble octaves are reached that the tone is too 
often apt to become unduly weak, hard or shrill In the case of instru¬ 
ments of moderate dimensions particularly, it would seem most inadvisable 
to base the flue work entirely on Schulze lines. 

The law of the Binary or Duality in Nature extends even to organ tone. 
‘‘Asal)ove, so below,” runs the Hermetic Axiom. One extreme is only 
to b(j rc^aliscd at the sacrifice of another. So, tautologically, abnormal 
brilliancy (due to ample harmonic development) can be secured only at 
the ex[)ense of foumL'Uion tone. Tonal experts, familiar with the massive 
rJnin'h roll of th<; most esteemed modern type of Diapason (described 
lat(!r), will instantly discern in tlic ensemble of instruments having their 
fluework based on the somewhat stringy and “pyrotechnical” Schulze lines 
a lark of br(ia,(ltli and volume, and often a degree of hardness of tone, by 
comparison higlily unsatisfactory to the ear. To revert entirely to Schulze 
mctliod.s in the treatment of Diapason fluework, because, forsooth, some of 
the earlier examples of the reactionary period were, by exaggerated treat¬ 
ment, rendered dull and insipid in tone, is essentially a retrograde policy. 

* See **The Church Bkonomist,” New York. Issue of March, 1904. An article oi% 
twenty "Seven Cathedral organs in Great Britain. 

t The value of such stops as Harmonic Flutes and clear-toned Gedeckts, and the 
general influence of the organ stops employed, is not sufficiently recognised in the 
cultivation of boyls voices ; reedy trebles, for instance, are apt to induce chest tone, and 
certainly tend to offer serious impediment to the production of pure head tone. 

% There is no valid reason for suppressing the fact—indeed, it is but just to point out, 
that there is in this country a widespread tendency to assign to Schulze undue credit for 
many apparently novel features displayed in his work, features in reality not so much his 
as common to the German school of organ building of which he was a representative. 
To adduce one concrete instance, the author has seen contemporaneous work by Eberhard 
Friedrich Walcker, of Ludwigsburg, embodying Diapa.sons similar to those of Schulze 
and other features here, at that time, esteemed a novelty. In the Schulze renaissance^ 
then, we may discern not merely the influence of one single individual, albeit he a genius, 
but rather that of a vast national school, whose traditions were his birthright, the fruit of 
whose labours his heritage. 
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It is merely balancing one extreme against the other, A full-scaled Schulze 
Diapason may indeed dominate an organ otherwise weak in fluework, but 
it certainly does not blend, nor weld the tone together, like the newer type 
of stop. Such a stop certainly might advantageously be included in a large 
organ already provided with at least one Diapason of the modern variety, 
less free”in tone and more powerful, full and refined in the treble. Nor, 
indeed, is there anything to hinder the making of the newer type of 
Diapason with w'ide mouths, should extraordinary volume of tone be 
rendered desirable. It cannot be too strongly insisted upon, that this 
desire for abnormal brilliancy in Diapason work is essentially pernicious in 
its eflfect. By all means let there be added stops of duly subordinate tone 
calculated to impart brilliancy and splendour to the organ—and better then 
by the medium of the internal foundation work of the organ than by the 
employment of external Mixture work—but only when the true function of 
the Diapason has first been apprehended and provided for. Those who 
crave for brilliancy coule que coUte will better be able to gratify their 
predilections on the roundabouts, than by listening to church organs. (See 
also Tibia). 

(5) As regards the scaling of Diapasons it is important to observe that 
the bass of the organ is not to be found in the lowest octave on the manual, 
but in the Pedal organ. There is no need, therefore, for any abnormal 
treatment in the bass. It is the “ playable portion of the stop (as it is 
sometimes expressed), viz,, the tenor and middle portions of the compass 
which bear the nucleus of the chords, that demands the greater develop¬ 
ment^ Diapasons, of all stops, require to be judged in full chords rather 
than in single notes, in order to display their weight of tone and the 
proportionate balance of the several portions of the compass. 

Schulze considered 6|- in. at CC the extreme limit for a large building, 
and, although in many respects his work and ideals have been surpassed, 
bis condemnation of huge basses would seem valid at the present day. 
Yet CC, 7 in., is constantly to be found in quite small buildings, and the 
author can recall the case of a stop measuring actually in. at CC, yet 
diminishing so rapidly that the bass almost entirely eclipses the middle 
portion of the compass, and the treble becomes sharp and thin. This 
latter quality of tone, arising from the use of disproportionately small-scaled 
trebles, appears to have been especially characteristic of the work of 
Renatus Harris. The treble, indeed, is the least satisfactory point of all 
the old English builders, and it was not until modern English builders 
adopted the scientific system of scaling inaugurated by Topfer, in pre¬ 
ference to the traditional empirical “rule of thumbmethods, that purity 
and proportionate balance of tone were secured for this portion of the 
compass. 

(6) Yet another detail requiring consideration is the height to which the 
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mouths of Diapason |)ij,)c.s should be cut up. Waiving the altogether 
distinct (lucslion of the carrying power of pure Flute tone, it will be found 
that nothing is more detrimental to that of Diapason tone than “carving 
up,^’as it has expressively —the more so because innocently-—been dubbed. 
The [)ractice in (question simply entails the elimination of the natural 
overtones, u[)on the normal development of which depends almost 
entirely the ring and carrying power of Diapason and analogous tones. 
Nothing could be more fatal “Tuning slots,on the other hand, in the 
case of foundation work, 2>., pipes of no very attenuated scale—unless 
indeed very wide or well within the distance of one diameter from the top 
of the pipe (in which cases the effects are more or less neutralized),have 
the effect of considerably weakening the ground tone. Their use gives 
rise to the production of a hard and horny quality, displayed in the 
Diapasons of Cavailld-Coll (who slotted all open metal pipes in the organ, 
Mixtures included), and other French builders, and in many of those of 
Willis. Certainly, as has been claimed, the practice facilitates “blend’’ 
(of a sort), but for the simple reason that it largely removes the 
obstreperous foundation tone. Most people prefer dignity and foundation 
in organ tone. Another result of “carving up,” when hard blowing and 
big-scaled i)as3es are resorted to, is a particularly distracting boisterous 
and blustering quality of tone, the windiness of stops so treated being in 
many cases j)erc(iptiblc at some distance from the organ. Now, it has 
unreservedly been admitted that there are certain higher dissonant 
harmorncs, which, however desirable they may be in the Gamba, are 
inimical to the profluciion of true Diapason tone, and are responsible for 
the hard, stringy quality so frequently encountered. Such harmonics 
arc encouraged by low thin lips, and the usual method of eliminating 
them is the process of cutting up, a process which, unfortunately, 
conjointly entails the absence of any just proportion of the lower 
harmonics. It is the octave, twelfth, etc., which impart to the tone vigour, 
firmness and definition, constituting what is sometimes termed “ the true 
Diapason ring.” Some builders, perspicaciously recognizing the import¬ 
ance of these lower harmonics, find themselves constrained to adopt low 
mouths with their attendant disadvantages. The problem of preserving 
the lower partials, without causing corresponding accentuation of the higher, 
may successfully be solved, without any undue “cutting up,” by the 
employment of a thick smooth lip. We have here one of the most 
important processes of modern voicing. The thick lip is productive of a 
quality of tone both full and weighty, and refined and smooth, extra¬ 
ordinarily effective in combination, and, though possessed of great carrying 
power, yet in no sense wearisome.* It affords precisely the same full 

* This is, of course, when properly treated. It is possible to exaggerate weight in 
organ tone just as much as brilliancy. 
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pervading tone which is so characteristic of the Diapasons of Father 
Smith, yet in far greater volume. 

Yet another attribute of Diapasons so treated, which rcndcTs 
them especially valuable in small buildings, is their f(uiie 
speech, entirely free from that ‘^spit’' which is so often 
objectionably prominent in Diapasons of the old style at close 
quarters. In such buildings they also impart qiiitci a “cathedraj’" 
roll to the tone. It would be possible to emi)loy a very thick 
metal lip with a burnished instead of bevelled edge, but in 
actual practice it is found more satisfactory and convenient to 
cover a burnished lip of fair thickness with a strip of leather. 
The leather is passed round the lip, a short distance up the 
pipe on each side, being rendered adhesive l)y liquid fish glue 
or ‘‘Seccotine.'" Provided the metal be roughened with a file, 
the leather may be attached with ordinary glue, but as the 
latter is apt to crack with age, this method is liest avoided. 
It is, perhaps, well to note that the softness of the leather 
affects the tone in no appreciable manner; it is the thickness 
of the lip which is the im|)ortant factor. MohlOntes, and other 
open wooden Flutes, are sometimes made with thick lips 
covered with very thin leather or cartridge jaijxa’ to irnpa'rt 
smoothness and finish. Mr. Ernest Skiiuuir, an eminent 
American organ builder, likens the discovery of tlie leathered 
lip to the invention by Barker of the Ibummatic f.ever, 
predicting that it will revolutionize organ tone a.s surely and 
completely as did the latter organ mechanism. An estimate 
which is by no means so exaggerated as might Ikj supfiosed. 
The leathered Diapason, indeed, is now attaining a zenith of 
popularity both in England and America. A prominent 
German builder also, who on the author’s recommendation 
made trial of it, was so struck with the refined quality of tone 
that he forthwith signified his intention of adopting the 
process. A few isolated and unsuccessful cx[)crimental 
L^^thered attempts at improving the tone of the pipes by coating their 

P^irchment, felt, and kindred substances, have 
Phonon) been recorded, but undoubtedly the credit of having been 
leatS perceive the value and inner significance of the 

lip. process must be accorded to Mr. Robert Hope-Jones. It was 
only at the cost of considerable thought and labour that he 
was able to develop his crude and embryonic scientific theory into a 
process which bids fair to transform modern organ building. The names 
of Cavailld-Coll and George Willis, and of Hope-Jones, will be handed 
down to posterity as the authors of the most valuable improvements in the 
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domains of recRl-voioing and flue-voicing, respectively, which have been 
witnc.sscd in the prcscnL era of organ building. 

(7) It is a cardinal jirinciple of modern organ designing that as much 
variety sluiuld be introduced between stops of near relation to each other 
as is consist (uit with good tonal blend.The primary application of this 
prineijile demands the c.omplete differentiation of the several Diapasons 
whicfi may occur on tlie Great organ; its secondary application that some 
distinction be enforced between the Great, Swell, and Choir Diapasons. 
In designing an organ with four Diapasons on the Great organ it would be 
sheer waste of good material to make all these Diapasons of similar 
quality. Not only is sympathy'^ at once encouraged, but, also, golden 
opportunities in the way of effective contrast, and in scientifically moulding 
the character of the general ensembk^ are senselessly ignored. It is no 
to state that, in the above instance, quite one-third of the 
volume of tone would be lost by the wearisome iteration of tone colour. 
As in painting, so in organ tone, the most effective results are those of 
contrast The first Diapason, then, might be of large scale and powerful 
tone, leathered; the second, of the large Schulze type; the third, of 
medium scale and power, leathered ;t the fourth, of the quiet cantabik 
Flill or Green type (see also Gamba). Such a combination with a Flute 
of the Tibia family would produce an immense volume of dignified church 
tone, which would pervade every nook and cranny of the largest building. 
It is, of course, ess(!ntial to the avoidance of ** sympathy,” to scale the 
various Diapasons differently, and to separate them from each other on 
the soundboard. 


(S) On the Swell, the ordinary Diapason is, perhaps, a source of as 
much trouble as any stop in the organ. It is apt to develop into a kind of 
horny Dulciana, of objectionable quality, and its tone is considerably 
impeded by the proximity of the swell box sides. For these reasons, to 
the detriment of the Swell in general, the flue foundation has suffered 
greatly by the substitution of a Geigen, or some such stop. The full-..,.,., 
toned leathered Diapason is the most effective foundation stop possiblel-' 
in the Swell It is particularly susceptible to the crescendo; on opening" 
the shutters an immense flood of pure mellow tone is liberated, tone 
which, in combination, does much to relieve the effect of monotony 
resulting from undue prominence of reed tone in the Swell—Swell 
sausage-frying ” as the cynics name it There is a magnificent example 
on 10 in. wind in the Swell at Burton-on-Trent Parish Church (Norman & 
Beard and Hope-Jones). With the louvres closed, the writer was forcibly 


* See Tonal Design in Modern Organ Building,” pp. ii and 12, for the elaboration 
of this point, 

t There are, of course, various types of leathered Diapason, just as of unleathered. 
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reminded of the singing tone of tiie old ICrigli.sh I)i;ii)asons. It may, 
indeed, truthfully be claimed that the leathered Diapason has rehabilitated 
the Swell organ flue-work. I'he Swell orgati was never, so to speak, an 
independent or self-contained invention. It was merely the old h'.eho 
organ rendered expressive, and its tonal scheme evolved tardily until 
Cavailld-Coll and Willis suddenly transformed it with their improved 
reed-work. The significance of this will be apiiarent when it is realised 
that the flue-work remained practically echo-work, the ree<ls, with all the 
disadvantage above-noted, becoming the fundamental basis of the Swell 
organ. It was not until Mr. Hope-Jones came forward with his Diapason 
Phonon and Tibia Clausa that the reed-work of Willis received its 
complementary flue-work, and that the regeneration of the Swell organ, 
whereby it was once again established on an equitable basis for future 
development, was accomplished. 

(9) The leathered lip is a most valuable means for the improvement of 
old pipes. As a good instance of such treatment may he cited the case 
of the old Byfield and Harris Diapasons on the Choir t^rgan of Norwich 
Cathedral (Norman & Beard). An objection aide sort of “bnzxing,” 
caused by the straight lower lips and languids of these stops, was com¬ 
pletely remedied by leathering their upper lips, tliercby imparling the 
requisite “speed.” The author has heard many old .stop.s, Diapason.s, 
Geigens and Flutes, metamorphosed merely by this simple treatment! 
No increased wind pressure is entailed, though such is readily a(Ja;)table 
without coarseness of tone ensuing. 

(10) Spotted metal is not favourable to the production of the best quality 
of Diapason tone, unless indeed of such thickness that its distinctive 
properties are lost. Diapason pipes require to be made most substantially. 
When once due thickness is assured, there would seem to be little objection 
on the score of durability, and certainly none from the tonal point of view, 
to the use of an alloy containing less tin than should be customarily 
employed, for pipes of merely average substance. When strict economy is 
not essential, it is to be desired that Diapason basses be made of thick heavy 
metal. Zinc, as a material for basses, bears a worse name than ever it 
deserves, simply from the fact that zinc pipes and the metal lips are seldom 
made thick enough. One famous builder, indeed, has characterized zinc as 
an excellent material for chimney pots, but useless for organ pipes. Although 
a zinc bass can never give such a full, rich and pervading tone as a very 
thick metal one, the use of zinc must unquestionably be permitted as a 
matter of economy. A really thick and well made zinc bass is quite as 
costly as, and probably more effective than, a metal one of the degree of 
thickness ordinarily adopted. The cost of metal basses of considerable 
substance is too prohibitive to warrant their habitual use. It will surely. 

e admitted that the employment of a zinc Diapason bass is a more 
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Icgiliuiate source of economy than grooving or “ ditching ” 
an unenclosed DnUdana to a Stopped Diapason bass. On 
the other lum<I, it is quite inexcusable that organs of the 
lirsl niagnitude, limit regardless of cost, should yet be 
furnished throughout with zinc basses. It is sometimes 
urged that metal bas.ses are too viscous, and hence liable to 
get out of adjustment by sinking down at the foot and 
mouth, to be durable. Oranted metal of thick substance, 
this contention would seem to be exaggerated; further, 
zinc feet can always be employed for the larger pipes 
without detriment to the tone. Ineffective zinc basses, or 
open metal l>asse.s of any kind, may often be improved by 
clamping a metal band firmly round the centre of the 
pipe, where the node occurs. Care must be taken that no 
rattling is caused by (he band fitting badly. Sometimes 
even tape is succe.ssfully so utilized. It was formerly the 
general r iistom to soften zinc by subjecting it to the in¬ 
fluence of heat. When so treated it is known as “cooked” 
or “ baked ” zirut. The process takes all the virtue out of 
the metal, rendering it brittle and productive of a hard 
“ hungry ” tone. 'I'he “ hard-rolled zinc ” proces.s, invented 
cirm iKbo by ICitscll of London, whose zinc basses are 
famous for their excellence, is now employed by the most 
re[ml:d)lc firms, though, unfortunately, it cannot truthfully 
be said that the i)ractico of “cooking” zinc is yet obsolete. 

Some voicers prefer wood to zinc as a material for 
Diapason basses. I'liere is a good deal of “knack” in the 
successful treatment of wood basses, and it is somewhat 
difficult to manipulate the “ meet ” of the wood and metal. 
There are, however, excellent examples at Hindley (Schulze); 
St. Mark, Leeds (Binns); St. Mark, Marylebone Road, W. 
(Whiteley); Hucknall Torkard, Motts (Musson & Compton). 

(ii) The pedal Open Diapason, i6 ft., is made of either 
metal or wood. For large metal pipes of this pitch, all 
things considered, there is probably no better material than 
zinc. The stop is sometimes borrowed from the Great 
double and (erroneously perhaps) labelled Violon. When 
of wood, it is more properly termed Major Bass {g.v.). See 
also Inverted Languid, Stops with. 

(tz) Scales :—The ordinary “commercial” Diapason scale 



Wood Diapason, 
showing Roller. 


is: CC, 6 in.; 1. C, 3|- in.; Mid. C, 2 in.; Mouth, either ^ or cut 
up §• of width. Schulze^s large Diapason at St Mary, Dock, measures: 
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circumference of the pipe. Mr. T, C Lewis* fnrni.shes tiu; following 
measurements as those of Ms ideal standard l)iapa;;on pifjc: Mid. C, 
3-^ in. diameter; Mouth, J dnnimfVaaame, (uii up ** and 

If in.); Bore “f and^V” («■ «'“•)! Wind pnifiMirc, 3] iti.; I’iid,, a67j 
vibrations at 60° Fahr. The pipes, from tenor ('. npwardfi, of a Diapimon 
of ordinary substance, weigh about 80 or 90 Ib.s.; tlio.'K! of a (Jerman 
Diapason (a stop which is almost invariably made of tin}, about 66 lbs. ■ 
vriiereas those of the modern leathered Diaptison, m.-ide <>l tlie heavy 
“special” metal, which is now being used by several builders when great 
depth and volume of tone is desired, weigh aettially 130 150 lbs. It is 
not possible to obtain the true massive Diaptison roll from |»i[H;s of any 
less weight. If an ordinary pipe be gripped rottnd the middle whilst 
speaking, a strong tremor will be pcrceiJtible to the litiml. A great 
deal of energy is being wasted by transmi.ssion through the “wtills” or 
body of the pipe. It is only by making the pipes snffii-iently stout to 
withstand this vibration that the requisite plenitttde of tone c.tin be secured 
in large Diapasons. Diapasons of this tyite are, of cotir.sc, costly; but their 
effect is fully commensurate with their cost. It is not stifliciently realised 
that the increased wind pressures, which have come into use dming the 
past few years, demand corresponding increase in the thickness of pijms. 

l>ia,pa,soxi. Phonon. -8 ft.; also 16 ft. 

The name originally applied by Mr. Hoiie-Jones to the KsUhereil 
Diapason (see Diapason, sections 6 and 7). 'I’he name might well he 
retained for this stop when in the Swell organ, constituting, as it does, 
such a wide departure from the ordinary Swell Ditiiaison. 'I'lu; Diapasorl 
Phonon on the Great organ at Colston Hall, Bristol (Norrmin & Hetird), 
is a large Diapason treated with resonators, in the form of sleeves at 
the top of the pipes. The stop speaks on a 10 in. wind. In H.S.A., 
St. Luke, Montclair, N.J., by Hope-Jones & Harrison; Park Church, 
Elmira, N.Y.; First Presbyterian Church, Montclair, N.J.; Lutheran 
Church, Lebanon, Pa.; Roman Catholic Church, Providence, R.I., by 
Austin Organ Co., and Hope-Jones. For illustration, see Diapason. 

Diaocton—(Gr.) Sia = through. dio-<i »• eight. 

(i) The name given to the octave coupler by FTolditch, who appears 
independently to have invented it, though long, of course, after its first 
employment in Italy, and subsequent to its introduction at St. James, 

(2) A 16 ft. pedal stop (Washington Temple, 

U.S.A.). = Major Bass. 

Dia>pa>soxi., Stiojpped—See Gkdeckt. 

Diapente—(Gr.) Sia - th rough. Hyre =. five. - Quint. 

• “A Protest,” etc., p. 5. 
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-(Gr,) w* through, «* sound. The application 
of the etymology of this word is somewhat indefinite. 32 ft; 
16 ft; 8 ft 

It frequently happens in organ building, when the requisite conditions 
are fortuitously complied with, that a pallet will commence to vibrate 
rapidly, and it is often within the province of an organist's or organ 
builder’s observation that such a “fluttering pallet,” or a Tremulant in a 
state of rapid vibration, when provided with a resonator in the form of a 
soundboard or wind trunk, generates tones of considerable power. The 
safety valves of steamboats constantly act similarly. What must have 
been a phenomenal instance of this is recorded by Mr. Casson to have 
been witnessed several years ago at St. Asaph Cathedral, when (to use his 
words) the pallet “ set up a tremendous roar, taking the building by the 
scruff of the neck and shaking it as a terrier does a rat.” The idea must 
doubtless have occurred to many builders, as it did to him, that such 
phenomena might systematically be adapted to tonal use. An experimental 
attempt at such adaptation was made in 1888 by Messrs. Blackett & 
Howden, of Newcastle. The bulk of the apparatus employed was 
enclosed in a box (15 ins. square for the 16 ft. note). Wind passed into a 
chamber containing a vibrator in the form of a circular disc fixed on to the 
loose* end of a spring, and so arranged as to beat against a hole in the 
under side of the resonator, being regulated in pitch and intensity by a 
sliding bridge and set-screw. 

In order to economke space the box was divided into com¬ 
partments, which were further partitioned into spiral channels. The 
bore of the channels constantly increased and the apparatus was sur¬ 
mounted by a short bell By sundry modifications of the scaling and 
wind pressure, and by the adjustment of the vibrating disc, it was 
found possible to secure several distinct varieties of tone quality and 
degrees of power. 

The credit of first transforming such raw ideas into a practical form of 
apparatus, which he named the Diaphone, must, however, be ascribed to 
Mr. Robert Hope-Jones. In 1893-5 he invented several varieties of 
Diaphone, embodying the Tremulant or motor-bellows principle.* The 
first organ to which the new invention was applied was the magnificent 
instrument, built by the Hope-Jones Electric Organ Co., in Worcester 
Cathedral (xSpfi), containing two Diaphones of 32 ft. and 16 ft. pitch 
respectively, speaking on a pressure of about 22 in. The two stops in 
question are of considerable power, though not very regular in tone. 
In the succeeding year two more Diaphones of similar construction were 


* Particulars and illustrations of these were published in a series of articles in the- 
London “ Musical News,” Jan. 4 to May 30, 1896. 
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inserted in the organ built by the same firm tor the; McJCwan Hall, 
Edinburgh. The 32 ft. stop speaks through a semicircular o[)cning in 
the roof. Both mark a decided advai ce on the earlier examples. The 



Fie. A—Bivalvular Diaphone. 
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above stops are all of the bivalvular 
type illustrated in Fig. A. 

M is a motor, to the tail-piece of 
which is attached a rod bearing the 
compound and spring valves v, v>, 
working against the springs s, s'. On 
the admission of wind (under pressure) 
to the box A, the motor M is caused 
to collapse, and thereby to open the 
valves V, v'. Wind then rushes into 
the chamber b, and, entering the in¬ 
terior of motor M through the passage 
c, equalizes the pressure on the motor. 
'I'he action of the springs now serves 
to close the valves v, vand to open 
out the motor m, whereupon the pro¬ 
cess is repeated. 

I''ig B ilUi.strates a simpler, in fact 
the original, form of 'rremulant Dia- 
phone. No example.s have actually 
been u.sed in organs in this country, 
hut this particular form of ,I)ia()hone 
is very successfully used by Voit of 
Durlach, (Jermany, as the sole pedal 
stop (Diaphouic Bassoon) in his small 
compact organs. 'I'lu; raison d'ttrt 
of this somewhat singular tonal di.s- 
position is to be found in the high 
efficiency of this stop on a low wind 
pressure. A specimen, speaking on 
a pressure of too mm. (4 in.) occurs 
at Luxembourg Church (1902, de¬ 
signed in 1900). The action of the 
Diaphone shown in Fig. B will be 
explained by reference to the descrip¬ 
tion of Fig A. The satisfactory 
working, and the tone quality, depend 
greatly on the adjustment of the 
spring s. This spring might be at¬ 
tached to the valve, similarly to one 
of the springs shown in Fig. A. 




Fig. B. 

Diaphonic Violone oi Bassoon* 
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Fig. c—Roller-Valve Diaphone. 


A different tyi)e of 
ninpljone k repres- 
Hcnted by Idg. C. fts 
toiie is said lo par^ 
take of the nature of 
a smootl) DiajKison or 
idute. A niodiil was 
exhibitedby Mr. I Tope- 
Joiuis at a lecture in 
1B95. Wind enters at 
the foot A, charges the 
chamber c, and acts 
upon the back of 
the motor m, in such 
a manner that this 
latter is collapsed. In 
collapsing it moves 
(tljrough the medium 
of the thong or fiat 
chain b) the roller 
valve V, thins allowing 
the wind in the cham¬ 
ber c U) esca)')(: through 
K into the nisonaloror 
pipe p. Wind, passing 
through the cliannel r., 
acts upon the inside 
of the motor m in 
such a manner that 
the pressure on the 
inside and the out¬ 
side of the motor is 
balanced, and the 
spring s is at liberty 
to close the roller 
valve v again. The 
cyclic process is re¬ 
peated. The particular 
function of the roller 
valve in organ work is 
to admit wind gradu- 


, - , , ally. It is sometimes 

used for this purpose in bellows work, where a sudden flush of wind 
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is not (IcHiivd. It will b(5 .‘icon that in this type of Diaphone the 
valvular movement is less Huddtai than that of the preceding patterns. 
Tlu? smoother the aetion of the valve, the .smoother the tone quality 
generaUah II, on the roiUrary, th(‘ valv(i heat forcibly on its seat, the 
resultant tone will be rough and coarnci. This Roller-Valve Diaphone is 
here. <h,;.serib(‘d mainly on account of its theoretical interest; it is scarcely 
a form adapted to practical use. i ’lyf. 

In the aJ)ov(s Diapliories the (quality and power f '^^^rrTTTlW 
of tlje tone can be controlled within limits by the jj 

shape and siza ol the resonators, the tension of the 11 

springs, cl<\ By the substitution of cylindrical 
resonators, (darinet tones have been obtained, I ll 

ddicir sa,tisractory tonal effect is very dependent on ||| 

the supphrm^ss of tlie valve. A somewhat serious j|| 

obj(a:tion to whic'h all forms of Diaphone are ||l| 

Ofxtn is tfuur lack of durability. It will be evident |||| 

that t))c wear and tear of motors vibrating, in the ||l| 

case of high notes (jspecially, at the requisite |l| 

rapidity, must be very great. On the other hand, 
no sitiglf* note is cw(;r in conliimous motion for 
a f)ro(,ra( ted period of time, and were some l|| 

uicchauism to lx; invtujUxl for computing the III 

number of minutes in a vea,r that a Diaphone || 

pip(* was in action, tlx; tunnlxtr indicaUxl would 1 || 

probably be found to lx; small It is but fair to || 

observe* that ihr; Diaphoncs at Worcester and || 

Kxlitjburglg r(*f(*rr(;d to above, although probably I 

BOUK^whai <1(*(;aycd, are still in excellent working I 

or<ler, Mor<;ov<ir, it is a matter of no very great I 

dihlculty to rcpla<;<; worn-out motors. I 

In iH(jj Mr. Hope-Joncs patented an improved ^ |L. 

variedy of Di.aphonc, known as the Diaphonic 
Horn, or sometimes as tlie “valvular reed,'’ In —it 

it th(! motor bellows is dispensed with, the 
vibrating pallet or disc being carried on the free 
end of a spring. It is tlms a variety of beating 
reed, dlie comsiruction of this form of Diaphone 
will be explained by reference to Fig, D. The 
spring s i.s made of aluminium, a pliable metal 

readily admitting the correct adjustment of the _ 

disc in relation to the block against which it beats. ^ 

Whereas the Tremulant Diaphones are tuned by X)—'^VaivukrReed'* 
the resonator or pipe, the valvular reed is properly or Diaphonic Horn 
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tuned hy the spring and regulated at the pipe. All the Diaphones in 
this country, save those above mentioned, are of th(j valvular 
pattern. No pipe Diaphones admit of variation of wind pressure without 
a corresponding deflection of pitch. 

A remarkably successful Diaphone (Diaphonic Horn) occurs at St 
Clement, Ilford. In i6 ft pitch it adds great dignity to the Pedal organ. 
On the manual in 8 ft. pitch it resembles a very powerful, full and rich 
Horn Diapason, beside which the Diapason, itself an excellent stop, 
contrasts most unfavourably. The author also heard a particularly fine 
example at Burton-on-Trent Parish Church, resembling, on the pedal, a 
powerful Trombone blended with a full-toned Diapason. On the manual 
in 8 ft pitch it combined effectively with the Tuba. There are several 
other examples, of varying merit, dispersed throughout the country. 
There is also an excellent specimen on the pedal organ at Colston 
Hall, Bristol (Norman & Beard); it stands on i8 in. wind, and the 
CCC pipe measures as much as 20 in. in diameter. As a double 
the manual Diaphone is too weighty for the ordinary organ. In 8 ft 
pitch it is at present practically useless. It cannot be (’arricd up 
beyond about Mid. E, as the valves become too small and delicate; it is 
therefore extended in powerful flue leathered piiKis. It is not a class of 
tone which ordinarily blends satisfactorily with the rtjst of the manual 
work, however excellent it may be as a stop for individual use, or for 
adding volume of tone to very large organs. As a pedal stop it would 
seem to present greater possibilities, imparting great richness and body to 
a Pedal organ already tolerably complete in tonal structure, and in any 
case adding considerable foundation and depth. On the other hand it 
boasts no particular defined tone (nor, however, does a Major Bass), and 
can scarcely be termed a nm tone colour, inasmuch as it is more a com¬ 
bination of tones already familiar. The valvular reed requires some 
considerable attention and upkeep. It does not always stand well, 
being apt to fly oflf the note and produce most weird noises, and to 
rattle. Such defects, be it nevertheless remembered, have not yet been 
successfully eradicated from “ closesmooth-toned Trombones. Tone 
resembling that ot a Diaphone, though lacking, perhaps, something of the 
depth, can be obtained from beating reeds—witness the magnificent 32 ft. 
reed at York Minster (Walker), which is carried down to the lowest note in 
smooth round tone, wherein is clearly discernible a considerable proportion 
of pure foundation tone. Sceptics who expend their time and wit in seek¬ 
ing to determine the degree of resemblance between the use of Diaphones 
and of explosives in the generation of sound, would do well to note that 
soft Diaphonic stops are by no means an impossibility, and that, as yet, the 
Diaphone is in its infancy, its possibilities having been but faintly explored. 
On the demise of the Electric Organ Co., the Diaphone patents, together 
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with some others, passed into the hands of Messrs. Norman & Beard, of 
Norwich. Since that time another form of Diaphone has been patented 
by Mr. Hope-Jones. It possesses no pipes, and consists of a piston 

I working in a cylinder rapidly opening and closing a series 
of port-holes. As may be surmi.sed, a heavy pressure of 
wind is essential. In U.S. A. there are Diaphones at Shamut 
Church, Boston, Mass. (Austin Organ Co., Hope-Jones); 
St. Patrick’s Cathedral, New York City (Hope-Jones & 
Harrison). 

Diezmonovena— (Sp.) - Larigot. 

Ditonus— (Gr.) St = two, rSyoc - tone. 

An ancient name for the Tierce. In Greek music, the 
interval formed by adding together two major tones, a Pytha¬ 
gorean major third having the ratio 8i : 64, which is a 
comma greater than a true major third. 

Divinare— “A stopped pipe with a beautiful (divine) 
tone ” I!—Seidel. 

Docena— (Sp.) = Twelfth. 

DdfF—(Ger.) An ancient name for the Principal. 

DOLCAN—Dulcan. 8 ft.; 4 ft. See Dolcb. 

I^olce—(It.) Dolce == Sweet. 8 ft.; also 16 ft .; 4ft. 

(i) Formerly, in Germany, Dolce, and Flauto Dolce or 
Dolcan, were distinct stops. The former was a string- 
toned stop with a slightly thick or flutey quality, the latter 
Flute stop with a suspicion of stringiness. Examples 
of the former are still occasionally to be found in 
Germany, made of wood, and sometimes with a double 
mouth. (2) Now, both in England and Germany, the 
name Dolce is employed to designate the Dolcan or Flauto 
Dolce. The Dolce pipes are of metal, widening in diam¬ 
eter as they ascend. 1 he tone is extremely beautiful, being 
soft and velvety, with a touch of French Horn quality in the 
tenor octave. The Dolce is invaluable as an accompani- 
mental stop on the Great or Choir organ, and might with 
advantage be more extensively employed in this country. 
One reason, perhaps, for its scarcity in English organs 
Dolce. «.“sists in the fact that the pipes, increasing, as above 
(Treble Pipe, j “ diameter at the top, occupy much sound¬ 

board space. Albeit, Dolces of exquisite quality are 
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m.'ulc by (;omi)toii, Biiins), tapering but little. Messrs. Norman 

& Bcjird’s (>))'no I''luU! furnishes likewise a good illustration of this 
class of tone prodmasl from cylindrical pipes. It is generally believed 
that the Mauto Dolce was introduced into this country by Schulze. 
Mr, Smith, of the well-known firm of Messrs. Abbott & Smith, of 
laasds, once informed the author that a Dolce with inverted conical 
pijtes was introduced at Chesterfield Parish Church by Snetzler. The 
Dolc.e forms an excellent 8 ft. pedal Flute in small organs, superior in 
effect to the ordinary Bourdon extension. As a pedal Flute it may be 
heard at Holy Trinity, Upper Tooting; Battersea Polytechnic (Beale 
& Thynne, voiced by Whiteley). At St. Katherine’s Convent, Queen’s 
Square, W., the late Mr. Thynne inserted a i6 ft. Dolce of exquisite 
tone. On account of limitation of space the lowest few pipes are 
stopped. The manner in which the “meet,” or transition from open 
to stopped work, is manipulated, is marvellous; very gradually, as they 
descend in pitch, the pipes begin to lose their “bloom.” Indeed some 
difficulty is experienced in determining the exact location of the break. 
Doncaster Parish Church (Schulze); St. Stephen, Wandsworth (White- 
ley). Chamber Organ, Oulton Rocks, Staffs, (and several other organs 
by Binns); Hucknall Torkard Parish Church, Notts. (Musson & 
Compton); Mr. Arrnitage’s Chamber Organ, Nottingham; Cantley 
Church, Doncaster; Kmtnanuel Church, Leicester; St. Mary, Westwood 
(with I''rein Ilarmoniciue), (Compton). Scales:—A Dolce by Binns, 
measured at 3 in. in diameter at the top of the pipe, 2 in. at 

the mouth. Below this note the stop is frequently carried down in 
closed pipes. An example at Emmanuel Church, Leicester, by Comp¬ 
ton, made throughout of open pipes, measured at CC 4 in. at the top, 
3 in. at the mouth; at T.C, 2J in. at the top, if in. at the mouth. 
(3) The name Dolce is sometimes employed to designate a Swell 
Bourdon borrowed as a pedal stop. It has also been applied by 
Messrs. Brindley & Foster to the Swell Rohrflote, borrowed according 
to that firm’s “metechotic” system, as a Great organ stop (Wesleyan 
Church, West Leigh). 

Dolciano— 8 ft Either (i) Dolce; (2) Clarabella; (3) Dulcian 
(reed). 

DOLCISSIMO—Dulcissima. (It) Dolcissimo; (Lat.) Dulcissima = vcry 
sweet. 16 ft.; 8 ft. 

(i) Echo Dulciana (Brooklyn Tabernacle, U.S.A.); or (2) SweB 
Bourdon, 16 ft, borrowed as a pedal stop {e.g., by Binns). 

Dolzflote—See Dulzflote. 
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Doppelfilote—Doppelgedackt, etc. (Ger.) Doppel — double 
Flote = Flute. 8 ft.; also i6 ft.; 4 ft 

A wood Flute with mouths on two opposite sides of the pipe. Either 
open or stopped, and generally of large scale. It speaks on the normal 
pressure of wind. The tone is full, liquid, and weighty, but inclined to be 
somewhat dull and devoid of distinctive quality. Formerly the double 
mouth was certainly instrumental in the production of a fulness of tone 
more pronounced than anything which had hitherto been obtained from 
^ single-mouthed pipes, a fulness perhaps 

n ^-ra more noticeable in combination than ^ 

^ individual notes. The introduc- 

^ ^ tion of the leathered lip has, however, ' 

I ^ rendered possible the production from I I 

I single-mouthed pipes of even greater In'. I|/j( [ 

I body of tone, combined, moreover, \\v | (V 

I ' with more distinctive quality. Double- .1(7 I U 

I 11 mouthed stops possess the disad- H\U] 

vantage of requiring clear speaking mII Vi 

^ I room on two sides of the pipes. In 

^ ^ England, where builders are seldom Aji 

I I allowed sufficient room for their instru- j'.ll, 1 

^ uients, and fierce competition demands ''\\ Ml' 

I I economy in every inch of soundboard \ \ J,'\| 

I space, this requirement has militated llU (| 

§ much against the use of stops of this L\^' III 

^ |r class. A specimen of the DoppleflOte |^\ [ii]J| 

I ^ was included, however, in the Great J^i' 

organ specification in the organ for 7^1^ 

Sandhurst Cathedral, Australia (Bishop, , ill[l (fill I'l 
i ; 1905)- In America also the Doppelflote 'll!!! iH 

rapidly being discarded. At Win- 

Chester Cathedral, Willis experimented n j 

I ^ with double mouths for the wood 32 ft ll|| 

^ ^ stop, but secured no satisfactory results, - i | 

^ ^ Recently, Herr Weigle, of Stuttgart, has 11 

^ ^ patented a variety of Doppelflote, named m 

^ ^ by him Seraphonfiote, with the mouths 

^ p on two adjacent sides of the pipe. His 

Section of patent likewise includes metal pipes, Seraphonfiote 

Dopplefldte. sometimes harmonic in structure, the (Weigle). 

languid and lips of which are brought 
forward to a point, so that two lip surfaces, lying at an acute angle to 
each other, are created. The mouths are generally bearded. There 


Seraphonfiote 

(Weigle). 
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was nothing remarkable about the tone of the specimen pipes which 
th(5 author recently heard at Herr Weigle's factory; indeed the tone 
seemed ratlier to labour at a disadvantage than to be improved. In 
thti cjise ()(' a pipe in llic author’s possession, made by another German 
l)iiil(ler on similar principles, the tone is far from satisfactory. Instances 
the DoppeUlbU; may be heard in this country at Central Hall, 
Birnungham; Lutheran Church, Whitechapel, E. (Walcker); St Matthew, 
Westminster (made in Bavaria for the Rev. J. B. Croft’s own West End 
organ); Derby Road Church, Nottingham (Conacher—a Waldfldte voiced 
in (Germany). An extremely fine Doppelgedackt pipe in the author’s 
possession, made by Voit of Durlach, Germany, bears the subjoined 
measurements: Mid. B pipe, stopped, in. x i-| in; mouth cut up a 
bare | in., and very much arched The cap is set slightly a/wve the block. 
The two sides of the pipe bearing the mouths are of hard wood, to which 
circumstance is probably due much of its tonal excellence. 

—A prefix signifying sub-octave (the octave below unison) 
pitch. Double Claribel Flute, Double Dulciana, Double 

Trumpet. The tiornenclature of Pedal organ stops, however, is 
frequently inaccurate. Thus, e.g., Double Dulciana, Contra Fagotta, 
are found to be of i6 ft pitch instead of 32 ft, and Trumpet of 
8 ft. iuHtcmxl of if) ft. Synonymous with “Contra.” 

Double Bass —Sec Contra Basso. 

Mianual, 16 ft.; Pedal, 32 ft; 16 ft 
'fhe 32 ft. pedal stop is sometimes named Great Bass or Major Bass. 
For “Pedal Open Diapason” 16 ft, see Diapason (section ii), and Major 
Bass. 

Manual—The first Double Diapason used in England was that made 
by Loosemore for Exeter Cathedral in 1664. The pipes of the Double 
Diapason are of metal, though the bass portion is very occasionally made 
of wood. In old organs, and in some modern ones, the name is erroneously 
applied to a stopped double. Howbeit, when the stop is open, the builder 
is generally careful to indicate the fact on the stop knob or key. There 
is a good anecdote, enjoying, moreover, the advantage of being well 
authenticated, connected with the new organ acquired by a certain church 
at Westminster. The old clerk, on being asked for his opinion of the new 
instrument, waxed most eloquent over the fact that it even contained a 
Double Diapason in case the first one broke ! 

Pedal —pedal Double Diapason is made of wood or metal 
Probably the biggest scaled stop ever employed was a wooden one of 
4 ft., diagonal measurement, inserted by Hill, to Dr. Camidge^s order, 
at York Minster, in 1832. The upper pipes of this, lengthened, form 
the lower pipes of the present stop. The front of the CCCC pipe 
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measures about 2 ft. There is a good example of a 32 ft. wood stojv 

of small scale at the Albert Hall, Sheffield (Cavailld-Coll). 'I'he lir.st 

metal stop of 32 ft. pitch in England was inserted at York Minster 
(1832) by Hill. It is still in use. The CCCC pipe mea.sures 20 in. 
in diameter. Metal 32 ft. pipes vary in diameter from about 14 in. 

to as much as 24 in. The greater number in this country have been 

made by Kitsell of London, the celebrated zinc worker—that metal 
being undoubtedly the best material for such large pipes. At St. George’.s 
Hall, Liverpool, Willis experimented with cast iron pipes fitted with 
wood mouths; but they were never satisfactory, and a new stop of zinc 
was substituted during the recent rebuild. The 32 ft. stop at the Albert 
Hall (Willis) is of “ pure tin ” (zY., 90 per cent.) burnished. The lowest 
four pipes are reputed to have cost altogether ;4’8oo—the price of a 
moderate-sized organ in itself. At Ulm Munster (Walcker, 1856), may be 
seen cylindrical 32 ft. pipes of wood. Formerly they stood in the case “in 
prospect.” The open 32 ft stop is a very great luxury, any organ 
possessing it being at once raised to the dignity of a cathedral instrument. 
A popular tonal effect at the present day is that of 32 ft. pedal alone, with 
distinctive manual stops such as the Cdleste. 

Double dn^lisb Horn.— 16 ft. 

Invenmd by Mr. Hope-Jones. 'I’he pipes of the Double English 
Horn, which are of thick heavy metal, are of inverted conical .shaije and 
are surmounted by large bells. They are of full Oboe scale. 'I'lic tongiuis 
are weighted and kept as flat and close to the reed as pos.silile. 'I’he 
shallots are “open” {i.e., made with parallel apertures). 'I’he result i.s a 
very fiery “free” tone, of great brilliancy and richness. Possessing as it 
does but little body, the tone quality may be described as a thin blare (in a 
musical sense). The Double English Horn is particularly remarkable for 
the richness it imparts in combination. It is a most effective Swell double 
reed. At the same time its “ freedom ” of tone renders it .scarcely well 
suited to form the position (which it has sometimes occupied) of the only 
double stop in a Swell, a flue double being necessary The stop does not 
resemble the Cor Anglais, and differs much in tone from the ordinary 
double reeds. There are good specimens at the Collegiate Church 

W^ick; St. Michael, Chester Square, W.; and Worcester Cathedral; 
(Hope-Jones). 

Double Flute —See Doppelflote. 
double-mouthed PIPES-See Doppelflote. 

DOUBLE OBOE-HORN— See Oboe-Horn. 

Double Stopped Bass— 32 ft. See Sub-Bourdon. 
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DOUBLE - TOMGUKO 
REED -I)(>iil)l(;-tongued 
origan reeds Rppea,r to iKive 
Ijcen first experimentally 
tried by Ibsrr (fieseeke, of 
Gottinf^^eiu Sul).se{tuent]y, 
however, they wercj practic¬ 
ally applied by Mr. Mope- 
Jones for the first time 
at Worcester Cathedral 
(1896) and later at the 
McEwan Hall, Edinburgh. 
The large Tubas in these 
two instruments are furn¬ 
ished with wooden shallots 
(see Rekd), each with two 
tongues fixed opposite to 
one another. They are 
voiced on 20 in, pressure. 
The Worcester example is 
of prodigiotis power, and 
V(;ry smooth, though not so 
refined in tone as a Willis 
1 'uba, or as the Tuba 
Sonora in the same in¬ 
strument, It is open to 
question whether the results 
accruing from the use of 
double-tongued reeds are at 
all commensurate with the 
trouble entailed in their con¬ 
struction and upkeep. It is, 
of course, true that the pro¬ 
vision of a second vibrator 
does materially amplify the 
volume of tone. But it 

* But, for scientific reasons 
which cannot be entered into 
here, not to an extent at all pro¬ 
portionate to the intrinsic capacity 
of the second vibrator. In other 
words, a double-tongued reed is 
by no means twice as powerful as 
a single-tongued pipe. 




Double-tongued Reed. 


F 








62 


DICTIONARY OF ORGAN STOPS. 


would seem that the maximum degree of power desirable can l:)e ol.)laine<i 
from heavily-blown pipes of triple speaking length St Pauhs Cathe¬ 
dral; Norwich Cathedral). Should the two vibrators of a doable tongued 
reed happen to get slightly out of tune with each other, the i)ip(j will n<R, 
of course, simultaneously speak two notes; but it will suffer in tjuality. 

DOUBLE TOUCH—A stop controlled by a key or knob to which this 
term is affixed would speak only when the second touch of a manual 
was brought into operation by the key being depressed, against 
the resistance of a stronger spring, beyond the ordinary first touch. 
In the Hope-Jones organs at Worcester Cathedral and the Collegiate 
Church, Warwick, the stop key controlling the Celeste is so constructed as 
to respond to two movements. The initial travel of the key brings on the 
sharp Celeste rank, the completed travel (against a stronger resistance) 
adds the flat rank. 

Double Trumpet—See Trumpet. 

DOUBLETTE—(i) 2 ft. (Fr.) = Fifteenth. (2) Mixture, (a) ** Grave 
Mixture,” 12th and 15th, or(/;)a Mixture composed of 15th and 22nd. 
Drum Pedal—(Ger.) Trommel (fa). A pedal which, when depressed, 
admitted wind to the two lowest pipes on the organ, whereby an 
eflect simulating the roll of a drum was obtained. 

The Drum pedal was much used abroad. It was also inserted by 
Father Smith at St. Nicholas, Deptford, and by Renatus Harris at Sariun 
Cathedral (1710). In some ancient organs the pedal moved the arms of 
figures in the casework, beating drums. See also Epfets d' Orage, 
DUIFLOT—Doifldt (Dutch). See Doppelflote. 

Dulceon^—PrinzipaL Presumably of soft tone. 

4 ft. 

The name has no fixed meaning. It may represent a delicate Flute 
or a Dolce, or as Dulcet Principal it may bear the same relation to 
Dulciana as does Salicet to Salicional. The last connotation is the most 
usual The Octave Dulciana was used by Green at Rochesteit Cathedral 
and Greenwich Hospital. 

Dulcian Dulzian, Dulzino, Dulziano. Originally 8 ft, and very seldom 
16 ft.; later also 4 ft. 

A German reed stop practically identical with the Bassoon. The pipes 
were immaterially either open or capped. Generally a large scaled free 
reed, with bodies widening slightly; sometimes, however, a beating reed. 
Occasionally the pipes were made of wood. Mulhausen; St John and 
Market Church, Hanover; St. Dominico, Prague. At Neu Ruppin 
(32 ft); Frauenkirche, Gorlitz; and Cemetery Church, Breslau, it was 
found as a flue stop. Such instances, though, are exceptional. The 
instrument Dulcian, was a primitive type of Bassoon. 
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-(Lat) Dulcis 


sweet. 


o tt.; also 16 


'i '.yn . ijUYj 

ft.; and 


II 


I>M.lC5JLjBl.aaLJEI,. 
rarely 4 ft. 

Uic Duloiana in .said to be the invention of Snetzler, and to 
have been introduced in his organ at King’s Lynn (1754). 
kegardod from the point of view of the extreme purist, the tone 
ol the .sto|) should lie that of an Echo Diapason; but, to the end 
that the stop may be rendered more interesting in character and 
less of a tonal duplication, some latitude of treatment is custom¬ 
arily assumed, and a certain stringy and sometimes horny character 
introduced, causing it to approximate in quality to the Salicional 
or Keraulophon, respectively. In these days of “positive” or 
decisive tone colours, the real Dulciana is rapidly becoming 
obsolete, yielding its place to the Salicional. Dissociating one¬ 
self candidly from merely antiquarian and traditional ideas, it 
cannot indeed be maintained that the superannuation of the 
colourless Dulciana is any loss at all. The real old-fashioned 
Dulciana may be said to be a miniature replica of a Green 
I )iapason. As such it would barely be distinguishable, at a slight 
distance from the keys, from the Swell Diapason with the box 
nc.arly or entirely closed. Such tonal duplication violates one of 
the most important principles of modern tonal design,* and there 
is no valid reason wliy, conjointly with the traditional mellow and 

ciintabtlv. characteristics of the stop—admirable in every respect_ 

a certain amount ot colour should not be infused into the tone. 
'I’he pijjc.s of the Dulciana are of metal, cylindrical in form, of 
small scale, and of gentle intonation. The nicking is fine and 
close, and the wind con.sum|)tiou small. It is highly desirable 
that the li[)s of the Dulciana be sufficiently cut up in the treble to 
eradicate the objectionable horny or spitting quality so frequently 
encountered. 

I'he Echo Dulciana is, of course, still quieter in tone. It is 
usually enclosed, d’here is an excellent example in the Solo box 
at York Minster (Walker) actually on about 8 in. wind (see Tuba). 
Beyond that pressure it is difficult to avoid windiness. Many 
voicers of repute consider it easier to get good Dulciana tone on 
3| or 4 in. wind than on the old fashioned 2^ in. The Dulciana, 
unless voiced “ reedy,” does not sound well when enclosed. It is 
also very apt to be thrown off its speech by dust. A Gamba is 
therefore to be preferred in the Swell organ. The Dulciana is a stop 
which lends itself readily to effective use with octave and sub-octave 
couplers. In view of this fact the 4 ft. variety is of little use. In 
16 ft. pitch it forms an excellent double for the Choir organ, whence 
*See “ Tonal Design in Modern Organ Building,” pp. it and 12 
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it may conveniently and effectively be borrowed on to the Pculal organ. 
Both on manual and pedal, the Double Dulciana m a Htop of the 
utmost value and beauty, forming an excellent background a.ncl bjuss to 
soft manual combinations. It is unfortunately rare in this country, since 
its utility is confined to combinations of no great power. Hierc arct good 
specimens at Warwick Collegiate Church, and Mcl£wan Hall, Edinburgh, 
(Hope-Jones), both partly contained in the case, to which use, it may 
parenthetically be observed, the pipes are well adapted on account of their 
slender and graceful proportions and unobstrusive tone. An Octave 
Dulciana by Snetzler occurred at Passau Cathedral, Germany. The first 
Double Dulciana appears to have been introduced by Bishop at Acre Lane, 
Clapham (1828). The Dulciana is essentially an English stop, almost 
entirely unknown on the Continent even at the present day. The scale of 
the Dulciana varies from 31 in. to 4I in, at CC, A splendid specimen 
voiced by Mr. Compton at Emmanuel Church, Nottingham, measures: 
CC 3|- in., T.C in. It is of spotted metal, and the tone is quiet 
and velvety. 

Uiilciana Mixtiaia?©--“Dulciana Cornet. 

A Mixture stop of quiet silvery tone, though scarcely of Dulciana 
scaled pipes. A very great acquisition to an organ of moderate size. 
The Dulciana Mixture is generally enclosed in a Swell box. St, Mark, 
Leeds (Binns); York Minster (Walker); Echo Organ, Norwich Cathedral, 
VI ranks (Norman & Beard— a most effective stop). See Mixture. 

Dulcimer —A string instrument introduced as an organ stop by Schwar- 
brook at St. Michael, Coventry (1733). 

The Dulcimer is a trapeze-shaped instrument, on which are stretched 
wires which are struck by hand with a hammer. 

Dulcissima— See Dolcissimo. 

Dulzflote —Dolzflote. See Flauto Dulcio. 

Duodecima —(Lat.) =* Twelfth. 


E. 

JEiOlxo—A prefix denoting exceptional softness of tone, Echo 

Dulciana, Echo Salicional, Echo Cornet. 

When the name occurs by itself in the specifications of ancient Conti¬ 
nental instruments, it has reference to a quiet Flute enclosed in a box and 
isolated from the organ. This is also sometimes called Bourdonecho. 

Echo Bass —See Echo Bourdon. 

ECHO BOURDON-~i6 ft 

A quiet Bourdon, A Swell Lieblich Bordun, borrowed on to the Pedal 
organ, is frequently named Echo Bourdon, or Echo Bass. See DotciSSiMO. 
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Bcsliio O»iioi. 1 bai > ■ S ft. 

A qui(;t (iaioha. ol’ luird, cold tone. Formerly a speciality of Messrs. 
Walker, who now, howtwer, continue to apply the name to what is virtually 
a Hiritig (hnnha, or Viole (V Orchestre. The Echo Gamba is almost 


mvaria,l)ly eiu'.lo.se^l in a swell box. 

Effcts d* Orage (hV.) FTfet « effect Orage - storm. 
See Storm Piodau 

English Horn—See Cor Anglais, Double English 
Horn, 

Epistomium—(Lat) « a Ventil. 

EUPHONE —l^hiphonium, Eyphone, (Gr.) €h « good. 
(jHoyti — sound. 16 ft; 8 ft 
The first instance of the Euphone was that inserted at 
Beauvais (^uhedral in 1827-29, in company with other free 
reed st<ipH named Conoclyte and Terpomele. The pipes 
were cylindrical in body, terminating in 
a long cone. The Terpomele and the 
ISuphone were adapted to expressive use 
by means of a device for varying the 
wind pressure. Subsequently, in 1830, 
Sebastian Erard introduced an expressive 
frc(j reed, which lie named Euphone, into 
his organ at the Tuileries Chapel Royal. 
The form of pipe he adopted was that 
utilised by M. Grenid twenty years pre¬ 
viously. The popular opinion that Erard 
was the inventor of the Euphone is 
therefore inaccurate. The tongues were 
broad and thin, and the pipes were of the 
Grenid pattern, shaped somewhat like a 
balloon with a slit near the top. When 
now made, which is but rarely, the pipes 
are of inverted conical shape. In tone 
the stop varies considerably. Usually it 
may be described as a sort of cross 
between a Cor Anglais, Bassoon and 
Clarinet. It is of gentle intonation. The 
Euphone was introduced into this country 
by Messrs. Kirkland & Jardine. St. Peter, 
Manchester (1856); Free Trade Hall, 
Manchester (1857). An example, though 
Euphone. an imperfect specimen, existed at the 




Fig. B- 
Euphone, 
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Unitarian Church, Nottingham; but it was removed a few years ago 
because the authorities could tolerate the tone no longer. Other 
instances: St. Sulpice and St Eustache, Paris; Zurich Cathcdml 

Euphonium—See Euphone. 

Evacuant— (Lat) Evacuare » to empty. A drawstop, opening a valve 
which allows the bellows to exhaust. 

The only example in this country is at Derby Road Chapel, Notting¬ 
ham (Conacher), inserted to the order of Mr. John Rogers, F.R.M.S. 
The author has vivid recollections of attempting to solve the nature of the 
stop, which in this instance is grouped above the Swell stops. I 1 ie device 
originated on the Continent. There was doubtless some use for it in the 
days when bellows were sometimes so liberally made that (as we read ir^ 
Hamilton's “ Catechism of the Organ those at Seville Cathedral, when 
fully charged, supplied the full organ for a quarter-of-an-hour on end, 

p. 

Fach —(Ger.) = fold. Mixtur dreifach - Mixture threefold, »,<?., tliree 
ranks. 

FAGOTTO—See Bassoon. 

Contra Fagotto—16 ft See Bassoon. 

FAN TREMOLO—A species of Tremulant u.sed by the Austin Orgam 
Co., LJ.S.A., consisting of a two-bladed fan. 

The fan is suspended in a swell box over the pipes affected, and 
rrorked by four small motors, coupled in pairs by means of right- 
angled cranks, and actuated by the pipe wind. The effect is pleasant 
and musical, for the Fan Tremulant acts on the sound waves after 
production, not interfering with the speech of the pipes. The bass 
pipes are only just perceptibly affected. In a large organ of the 
ordinary type both varieties of Tremulant might well be employed—the 
Fan Tremulant for rapid vibrato effects {e.g., with Vox Humana), the 
ordinary type, powerful and essentially slow, for other effect.s. There is 
an example in this country at the Baptist Church, Rushden, Northants 
(Austin Organ). The patent air-chest employed in the Austin organs 
affords a wind supply so absolutely steady as to be quite impervious to the 
action of an ordinary Tremulant. 

FAN TRUMPET—Horizontal Trumpet. Also Fan Tuba, Horizontal 
Tuba (See also Chamade, Teompette-A-). See the Frontispiece. 
Tubas, or Trumpets, with pipes bent to an obtuse angle and spread out 
in the form of a fan. By this means the tone is caused to blare out at 
the audience in a manner generally savouring more of noise than of music,. 
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Exain})les are very conmion in Spain, * where such pipes are often made 
of /frass. The first Fan 'Tubas in this country were inserted at York 
Minster (Hill) in 1844, having been presented by Hudson, “the Railway 
Kling.^’ They were removed in the recent rebuild (1902-3). Examples 
exist at All Saints, Margaret Street, W. (1858); Manchester Town Hall 
(Cavailld-CoU); and (inside of the case) at Albert Hall, Sheffield 
(CavailM-Coll). 

Feldflote— Feldpfeife. (Ger.) Feld field. Either (i) Waldfiote; 

(2) Schweizerpfeife. 

Feld horn-— (Ger.) Feld field. See Waldhorn. 

Fern— (Ger.) « distant. Equivalent to “ Echo.” 

Fernflote— S ft See Echo 

May refer to any quiet flue stop of distant tone. Sometimes a variety 
of Gedackt, with a small hole in the side of the pipe near the top. At 
St Mary, Tyne Dock (Schulze), a delicate Gemshorn 8 ft. 

Fernhorn— A cylindrical open metal stop, of large scale but small bore, 
at Washington 'Temple, U.S.A. (Kimball Co.). It is practically an 

echo Cor de Nuit, 

Fifr6“(x) Fifteenth, 2 ft; (2) Twenty-second, i ft (Abbeville Cathedral); 

(3) n rank Mixture, 26th and 29ih 

.-Decima quinta, Super-octave. 2 ft (/.<?., a 15th 

above unison). 

A super-octave Diapason, bearing the same relation to Principal 4 ft 
as does the latter to Diapason S ft. The Fifteenth adds brightness to 
Diapason tone. Frequently it is voiced too powerful and shrill, especially 
in small organs. In organs of moderate dimensions a Harmonic Piccolo 
is probably alike more useful and effective. The name Super-octave is 
sometimes applied to a full-scaled powerful Fifteenth, as is Octave to a 
Principal of similar construction and quality. 

Fistula-^(Lat) pipe. Fistula formerly denoted the Syrinx or Pan’s 
pipes. (Lat) Fistula Minima *» smallest pipe = Flageolet. 
Fistula Salicis »» willow pipe « SalicionaL 

Flachflote—(Ger.) Flach « flat, or shallow. 8 ft.; 4 ft; occasionally 
2 ft; t ft. 

The name has its origin in the fact that the lips of the Flachflote are 
very broad. The pipes are shaped as the German Spill- or Spitzflote, the 
mouths being cut up high. The tone is sharp and thin. Monastic 
Church, Weingarten (Gabler, 1750); Haarlem (Miiller, 1738). 

Sec the illustration of the recently rebuilt organ ^t Seville Cathedral in the ‘ * Zeitschiift 
fiir Insirumentenbau,’^ Leipsig, No. 19, 1903. 
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Flageolet—Flautina. Formerly FiSTcrtA Minima (f.w.), a ft. 

This stop, being quieter than the J'ifteenth, i.s well atlaptctl to the 
Choir organ. The tone is spriglilly and slightly llutey, thuugli not so 
full as that of the Piccolo [g.v.), with which, however, it i.s frequently 
confounded. Occasionally found on the Continent in x ft. pilch (see 
Campana). 

Flat T-wenty-flrst— (h 21st). Flat Seventh or Septime, 
sometimes less correctly name Sharp Twentieth, Manual, i-f ft.; 
pedal, 2^ ft.; 44- ft. 

A mutation stop sounding a minor seventh (tuned perfect) above the 
Fifteenth, though, of course, like other Mixture work subject to “ breaks.” 
The Flat Septime was introduced by Mr. Jackson, of Liverpool, by whose 
son it was fortuitously discovered one day in 1847, when tuning “close,” 
at the voicing machine, the chord of C, E, G and minor yih. lie was 
surprised to hear, as soon as the last note became perfect, a deep note 
like that of a reed, an effect due, of course, to the [iroduction of a ])ower(ul 
resultant tone. In 1848, the Flat Septime was in.serted at St. Mary, Bootle, 
near Liverpool, and at Whitworth Parish Church, and in 1849 <”> nunuial 
and pedal at Liverpool College. This latter organ was opened by Henry 
Smart, who inserts a vague reference to the Flat Septime in his orgiin 
book. In the following year Dr. Hopkins gave a recital on the instrument. 
Dr. J. W. Hinton (“Organ Construction”) attributes tlu! [irohalile 
invention of the Seventh as a Mixture rahk to Dr. Cauntliat, who i.s 
reputed to have introduced it at St. Olave, Southwark; there i.s every 
reason, however, to believe that Dr. Gauntlett learnt of its use from either 
Dr. Hopkins or Mr. Smart. The Flat Septime has been used by Cavailli5- 
Coll (first time at Notre Dame, Paris, in 1868, manual, 2|. ft. and i | ft., 
pedal, 44 ft; and subsequently at Blackburn Parish Church, etc.); 
Walcker; Sauer, of Frankfurt-on-the-Oder; Ladegast, of Wei.s.serifels 
(St Nicholas, Leipzig, 1862); Casson (London Organ School; Cathcart 
House, South Kensington); Harrison & Harrison (Whitehaven); Compton. 
The effect is well described by Dr. Hopkins as “bras.sy.” The stop 
should therefore be neither full-toned nor powerful. It forms a valuable 
ingredient in the composition of Mixtures. 

FLAUT-A-BECQ—Fiate-k-bec. (Fr.) Bee =» nose, beak. 8 ft; 4 ft 
A Flute named after the old Flaut-k-becq, blown, not transversely as 
fte ordinary Flute, but like a Flageolet. The stop was of no particularly 
distinctive tone. The pipes were sometimes conical in shape, sometimes 
wholly or partially stopped 

FLAUT ALLEMANDE—See Flauto TuAVEiiso. 
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Flaut Hemiol“8 ft A stop which, as the pitch rose, gradually varied its 
(juaJity through Gamba, Salicet, Fugara and Flute. (See Hamel 
Vol III, p. 540. 

'I'hem was ()r()])a,bly as much accident as design in this peculiarity, 
"i'lut dihlfiili task in voicing modern keen Gambas on a low wind pressure 
is Lo preserve the stringy quality, combined with proportionate power in 
the treble. Some of the late Mr. Thynne's Violes became quite flutey in 
tlu; upper octaves, llie orchestral French Horn presents a remarkable 
insiauctj of this transition of quality. Whereas at one time it was 
•considered the standard of excellency to endeavour—often with the final 
result of ruining the stop—to preserve one quality of tone throughout the 
compass, now of late years a wonderful field has been opened in the 
skilful merging of one quality into other in different portions of the 
compass. Perhaps the most advanced organ in this respect—the one 
wliicl) suggested this point to the author—is that at Battersea Polytechnic 
(Beale & Thynne, voiced by Whiteley). 

Flauta Arm<^nica— (Sp.) »=« Harmonic Flute. 

Flauta Cuspida—Flauto Cuspido. (Lat.) Cuspidatus — pointed. See 
SPiTZFLdTE. Lund Cathedral, Sweden. 

Flauta Euskeria—(Sp.) « Euskanan, or Basque Flute. 

Flautado—(Sp.) « Flute. 

Flautado Kuerolofon « Waldfldte (horny-toned). 

Flautado Principal « Diapason. 

Flautado Violon Gamba, 

Flautino. 2 ft. 

Practically synonymous with Flageolet Should any distinction be 
•drawn, the Flautina is the more delicate of the two. 

FLAUTIIMA DOLCE—2 ft 

A FI auto Dolce of super-octave pitch. 

]Flci»l»'tO“(It.) « Flute; (Lat.) Flare = to blow (cf. English, 

inflate). 

FLAU.TO AMABILE—Flauto Amoroso, Fltlte d’Amour. 

(Fr.) Amour = love; (Lat) Amorosus = loving. 8 ft; 4 ft 
A small-scaled Flute of bright tone. Sometimes {e.g,, by Lewis) voiced 
slightly stringy in quality, being a hybrid stop between Salicional and Flute. 

Flauto di Pan —Pandean Flute. 8 ft.; 4 ft; 2 ft; i ft 

As I ft it occurs on the Pedal, and as 2 ft. on the Oberwerk, at Lund 
■Cathedral, Sweden, the pipes in both instances being of tin. In this 
-capacity it is practically identical with Campana {q.v.). Pandean Flute, 
ft or 4 ft., is generally equivalent to Vienna Flute. 
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Flauto Uolc©— Dolcan, Fldte Douce. (Fr.) Douce sweet 
The correct name for what is known in this country and by many 
modern German builders as Dolce (y.t'.). 

Flauto Douce— Flauto Doris. 8 ft.;. 4 ft.; (Fr.) Douce « sweet 
According to Seidel, a Flute with pipes tapering slightly (Gemshorn 
shape). Flauto Douce is also synonymous with Flauto Dolce. 

Flauto DuIcio —Flauto Dulcis, Dulzflote. (Lat) Dulcis - sweet 
8 ft; 4 ft 

According to Seidel, an open wood Flute register, of small scale, with 
a sweet pleasant tone. Schlimbach states that it is practically a small- 
scaled Oifenflote. Flauto Dulcio is also a synonym for J'lauto Dolce. 

Flauto Grave —Grave Flute. 8 ft 

A fancy name for an ordinary full-toned Flute, used by Buckow 
(a^., Sohra, Silesia). 

Flauto Italico— According to Schlimbach this is an ordinary Flute of 
8 ft. pitch. The name occurs in some ancient specifications. 

FLAUTO MAJOR—Major Flute; Tibia Major. 8 ft; sometimea 
16 ft. 

An ordinary combinational Flute of full tone. .Sonictimcs applied in 
this country to Tibia Plena, and to a variety of Hohlflote (Abbott & Smith). 

Flauto Minor— 8 ft.; 4 ft.; 

Correctly speaking an octave Flauto Major; but occasionally, and 
perhaps more sensibly, applied to a stop similar to the Flauto Major, but 
less powerful. 

Flauto Piccolo— See Piccolo. 

Flauto Staccato— 4 ft 

A wood Flute, presumably mainly intended for use in s/auato passages. 
Erlangen (1771). ® 

Flauto Tedesco —Italian for Flute. 8 ft.; 4 ft. 

Italian was suggested by Dr. Audsley L the standard language for 
organ stop nomenclature, all other musical terms being couched in that 
tongue. As Mr. Robertson justly observes, the choice is particularly 
unfortunate, for Italian organs are of no particular excellence, and 
Germany has been our chief teacher in organ building. Moreover it 
would app^ that the use of Italian musical terms is becoming less 
general Not, of course, that German terminology, with its difficulties of 
pronunciation, is here suggested as at all suitable, any more than Italian. 
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'a?»?aai»vex?»o-~;F]atc Allcrnande, FI ate 
'rniv(;rHi^RT.S (iernian laiitc, :Piffaro, Querflote, Quer- 
pfuifc, Fra,v(ir.snr)ic, Vienna Flute, Wienerflote, etc. (Fr.) 
AHcduukIc (Jennan. (Lat.) Transvcrsus or Traver- 
SUB » acroBB. (CJer.) Quer « across. Piffaro is 
onornatopoiic, being derived from the “piff” or the 
lip tone accompanying the speech of the pipe. Vienna 
(Wicm) Idute is an appellation lacking any historical 
foundation. 4 ft., sometimes 8 ft; rarely 2 ft 
The Flauto Traverso is intended to represent the orchestral 
Flute player. By means of the slight lip tone above mentioned, 
the stop can be made perhaps one of the closest orchestral 
imitations on the organ. (See Flute Octaviante). This 
type of tone does not exercise a beneficial effect in combina¬ 
tion, and is tluirefore not encouraged now-a-days. The name 
Flauto IVavcrso has bc^en a])plied to many varieties of Flute; 
it is now usually attac.Iied to a soft-toned and small-scaled 
Harmonic; Flute suitable for the Choir organ. It is now, with 
but rare exceptions, made of metal, since wooden Harmonic 
Flutes are more troublesome to make and voice. Nevertheless, 
some good si)ecimens liave been made of the latter material 
by Mr. (jomplon of Nottingliarn. In many ancient Continental 
organs there are .still to be seen Flutes of peculiar form and 
structure. Sonujlimes they are conical, sometimes cylindrical 
and bored out of solid wo(k1, occasionally triangular or widen¬ 
ing like the Portunal. They are usually fashioned of pear-tree 
or maple wood, sometimes of box or cypress. Frequently they 
are elaborately carved, even though the pipes be not exposed 
to view {e.g'.y liaarlem, Weingarten), a fact only in keeping 
with the wonderfully conscientious and artistic nature of the 
work of the organ builders living in an age when remorseless 
competition had not yet arisen. Some of these stops are 
naturally harmonic, ?>., caused to overblow by means ot 
a narrow low mouth and copious winding. The cylindrical 
harmonic Flauto Traverso by Schulze at Doncaster, Tyne 
Dock, etc.) bored out of solid wood, is now no longer made. 
The mouth consisted of a slit cut in the pipe, and, on account 
of the difficulty of regulating the exact height, often covered 
with a strip of parchment to serve as the upper lip. The 
block was merely a cork bung. The author once saw such a 



Fig. A- 
Flauio 
Traverso 
(wood), 
showing 
inverted 
mouth. 


Stop, burnt out of solid mahogany, in an organ built by an Indian officer, 
and has in his possession similar pipes of bamboo. 


Muller of Breslau, again, introduced a variety of Flute in which the 
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wind was carried by a channel or long ca[) (as in tlu; l^’rctnch FI Ate 
Traversihre) to a mouth cut half way up tluj jiipc. The author oncci saw 
an old stop of this form at Mr. Binns’' factory. The nioutlis of these 
ancient examples of the Flauto Traverso were generally inverted, often 
consisting of a round orifice into which the wind was thrown i)y a sloping 
cap, fixed sometimes half-way over, sometimes just under. 'Phis type of 
Flute, generally known as Vienna Flute, and, of course, not harmonic, is still 
occasionally employed by English builders—usually on the Choir organ^—. 
for the sake of variety {e,g.^ by Conacher at Castlerock, Ireland). It exactly 
describes many of Bishop’s “ German Flutes,” though other examples of 



Fig, B-Flute wuh pig. C-Flute with Idg. D-Flute Fig. Flute with 
ordinary mouth. inverted mouth with semicircular semicircular in- 

(Waldflote, Suabe inverted mouth verted mouth and 
Flute, etc.). Flute, wedge-shaped or 

Harmomka, etc.). slanting cap 

(Flauto Traverso, 
Orchestral Flute, 
etc.). 

the latter were fashioned like Flutes with parabola-shaped heads (see also 
Metallic Flute). The Vienna Flute is of hypothetical value. It is 
troublesome to make and voice, and the tone is by no means remarkable, 
but apt, rather, to be very “fluffy,” and devoid of character. There are 
enough varieties of Flute tone, well differentiated and variegated, and more 
easily obtainable, to satisfy the most exacting of tastes; moreover, it is quite 
a mistaken notion to suppose that all Harmonic Flutes are exactly similar 
in quality apart from distinction of power. Sca/es—A Mid. C Vienna Flute 
in the. author's possession, made in Germany, measures in. x in. 
The mouth, which is semicircular, is cut up a bare | in. 

Flauto Unisone —8 ft. Unison combinational Flute. 

Flautonne (Sp.; = Gedackt. i6 ft.; 8 ft.; 4 ft. (2.) Synonymous, 
sometimes, with Flauto Dulcio 16 ft. 
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((kin) M Flute. 

'' Fliicjwork, or sometime Flutework. (Ger.) Labialstimmen 

('^ lijKStOpH). 

A oolkuitive name for those pipes possessed of a flue or wind-way and 
month, differing from tliose in which tone is produced by a vibrating 
tongiui of metal (reed pipes). The terra Flutework is not happy, as- 
(irambas and .stojis oilier than those of Flute tone are included under the 
heading. In Hue pijic.s, as demonstrated by Cavaill^-Coll in 1840 (Etudes 
Expdrimentalcs), and independently by Mr* Hermann Smith in 1865, and 
Herr Sonree,k of Golognc in 1876, the tone is produced by a free reed of 
air, or ^^mroplastic^ reed,'’ rapidly vibrating at the mouth and setting the 
column of air in the pipe into motion, d his, of course, is opposed to the 
conventional theory of the splitting into two of the current of wind by the 
lip, whether sharp or thick. 

Flue Clarinet, Flue Cor Anglais, Flue Euphone, Flue Oboe 

(Ger.) I,.abial-Klarinette, etc. 

ddie author once saw what is termed by its maker (a German builder)* 
a flu<! ( Ihirinet. It wa.s an Ojicn wooden pipe, with a very low and sharp-cut 
invcrt<td lip. In tone it could hardly be said to imitate a Clarinet any 
more than an Oboe, what it most resemliled was “a bee-in-a-bottle.” Its- 
adjustment wa.s mch as to render it liable to be thrown off its speech by a 
very slight accumulation of dust. Various tones, however, can be built up, 
for solo purposes, compositely. As an experiment, let the reader sound 
middle C ol the Great organ Hohlfldte 8 ft., together with middle C of the 
Choir organ Harmonic: Flute 4 ft In some organs a Gamba tone will be 
distinctly aiulibl(\ One of the most valuable of //w/;r(?-creating stops is 
the Quintaton. In the remarkable organ built by the Austin Organ Co.,, 
of U.S.A., for the Angelus Co. (Mr. J. Herbert Marshall) at Regent House, 
Regent Street, W., may be heard a Flue Clarinet stop, built up of the 
Quintatdn 8 ft.; and Viole dXdrchestre 8 ft. Herr Weigle, of wStuttgart,, 
has also used Quintaton and Viola to form a flue Oboe (Military Church, 
Strassburg), and Quintaton and Fugara to form a flue Cor Anglais (Y.M.C.A. 
Hall, Stuttgart). In the case of the Cor Anglais the effect is remarkably' 
good. 'Fhe Quintatdn is voiced stronger than the Fugara. Herr Laukhuff, 
of Wiekersheim, Wiirttemburg (who holds Herr Weigle’s English patent 
rights for the Stentorphon), has recently (March, 1905) taken up the manu¬ 
facture and voicing of these labial reed stops, viz. 

Labial Clarinet— Viola and Quintaton. 

Labial Cor Anglais —Viola and Rohrflote. 

Labial Eyphone —Viola and (soft) Flute 
Labial Oboe— Violine and Quintatdn. 
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In the fine instrument at All Souls’ Church, Radford, Nottingham 
(Musson & Compton, 1903) the Swell Viole d’Orchestre 8 ft. and Hohlfidte 
8 ft., and the Contra Viola 16 ft. and Hohlfldte 8 ft. were advisedly 
designed to produce similar effects. (See also Cor Angi.ais). The idea 
underlying the experimental use of these “ flue reed stops ” is the investiga- 
tion into the possibility of dispensing with reed stops—with their attendant 

disadvantages in the matter of constant attention and tuning required _ 

in village churches and other buildings remote from the care of a tuner. 

32 ft- > id ft.; 8 ft.; 4 ft.; 2 ft.; i ft.; and Mutation. 

A generic term for a quality of tone, comparatively dull and cloying, 
with but small development of upjier partials. According to the ancient 
system of classification the term Flute comprised all stopped pipes, and 
even such open pipes as Gemshorn. The latter register may be said to be 
comprised under the heading of either Diapason, or string tone. At any 
rate It is far from being a Flute. Employed alone as a stop name, the 
precise signification of the terra Flute is indefinite. See Flauto Traverso 

and the various types of Flute detailed below. " ’ 

FIQte-k-becq —See Flaut-A-becq. 

Flute-k-Bouche-Ronde— (Fr.) = Flute with a round mouth. Equiva¬ 
lent to Vienna Flute. See Flauto Tra verso. Wesleyan Church 
Wigan (Conacher). ’ 

FLUTE-A-GHEMINEE —(Fr.) Cheminde «» chimney. See 

RohrflOte. 

FLUTE-A-PAVILLON—(Fr.) Pavilion - bell. See Bell Diapason. 

FLUTE ALLEMANDE—(Fr.) Allemande - German. See Flauto 
Traverso. 


Flute Bass— See Bass Flute. 

FIQte Bouchee—(Fr. > = Stopped Flute. Freiburg Cathedral, Switzerland. 
Flute Champ—See FELUFLoxe. 

FLUTE CONIQUE—(Fr.) Conique =» conical. 16 ft .; 8 ft. 

A metal Flute of inverted conical shape. It yields a very’hard and 

AIhr/H!ll"T considerable magnitude. 

Albert Hall, London (Wilhs, 1871); St. Sulpice, Paris (Cavailld-Coll) 

FLUTE COUVERTE—8 ft. 

A special stop invented by Messrs. Conacher, of Huddersfield. It 

PPbut is of larger scale—about 4 in. 
at he CC pipe (4 ft. actual length). The tone is extremely liquid and 
brilliant, and of some power. In addition to being of value as a com¬ 
binational stop, the Flfite Couverte forms a most effective solo stop. The 
pipes are of pure tin, with chimneys from tenor C upwards, and with 
sliding ( canister ”) tops (for illustration of these see Rohrflote) The 
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lips are arched. It is to be regretted that one rarely finds a specimen of 
this (jlass of stop in I<higland. The French builders of repute use the 
Flfite-a C^lieininde extensively. First introduced at Derby Road Chapel, 
Nottingham (Conaclier, 1894). 

FLUTE D’ AMOOR~Sce Flauto Amabile. 

F’LU nil DOUCE—See Flaxjto Dolce, 

FLUTJE F'ONDAMB 3 NTALE—(Fr.) Fondamentale =» fundamental, 
foundation-supplying. S' ft. 

A variety of Hohlfldte used by Messrs. Brindley & Foster, of Sheffield. 

See Harmonic Flute. 

FIQte Magique“-4 ft 

An ordinary Flute, named after the Zauberflote. Strassburg Cathedral 

(formerly). 

FLUTE OCTAVIANTE—(Fr.) Octaviante = speaking the octave. 
8 ft.; 4 ft. 

A variety of Harmonic Flute. The true Octaviante, very seldom met 
with, is said first to touch the ground tone and then leap into the octave. 
An example is said to exist at Washington Temple, U.S.A. (Kimball Co.). 
But ordinarUy^ Flfile Octaviante is merely an alternative name for Flfite 
Harrnonique. 

Flute Ouverte .-(Fr.) Ouverte »* open. 16 ft; 8 ft. 

Merely a pedal (qien wood bass (Notre Dame, Paris) or the ordinary 
cornl:)inational FI ute. 

FLUTE-PRINCIPAL—4 ft.; also 8 ft 

A bright hard toned Flute, voiced usually, when ot 4 ft. pitch, to form 
a compromise between a Flute and a Principal when both cannot be 
provided (see also Solo). 

See Flauto Traverso. 

Fluttuan—x6 ft See Cor de Nuit. Neu Ruppin. 
K^01JlM.€3lci»tioatli Stojps—Also Foundation Tone. 

Foundation is a term employed in contra-distinction to Mutation. 
Properly speaking, it includes all those stops the pipes of which speak a 
note corresponding to the key depressed, or one of its octaves. This will 
comprise double, unison, octave, super-octave stops, the Twenty-second, 
etc. Sometimes all stops speaking above unison pitch are inaccurately 
classified as Mutation stops. The term ‘‘Octave Foundation” would 
serve to draw a necessary distinction. The Foundation Tone of the 
organ practically comprises pedal Flues, manual Doubles, Diapasons (8 ft.) 
and Hohlfldte or Tibia—in fact the most dignified tone of the organ. 
Foundation tone in Diapasons refers more especially to the development 
of dignity and weight, as opposed to keen, stringy, or horny qualities. 
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The invention of free reeds is attributed to Kratzenstein, a German 
builder, domiciled at St. Petersburg under Katherine II (regnat 1762-96). 

Seidel states that they existed in an embryonic sta,ge 
some two hundred years previously. The Chinese, 
however, had an instrument, the Tscheng, reputed 
to date from nearly 3000 years b.c. It consisted of 
thirteen, seventeen, nineteen or twenty-four pipes of 
bamboo, planted on a half gourd, with a mouth¬ 
piece attached. At the foot of the pipe was a meial 
free reed, set into vibration only when the hole at the 
foot of the pipe was closed by the finger, the breath 
being drawn in^ and not exhaled, when playing,^' 
The free reed was popularized by the celebrated 
Abt Vogler (1749-1814). But a Frenchman named 
Greni6 was the first to set the use of free reeds upon 
an equitable basis. He succeeded in manufacturing 
a five-octave compass “orgue expressif^^ with well- 
regulated free reeds in 18x0. An American citizen 
named Aaron Merril Peaseley, in x8x8; Bernhard 
Eschenbach, of Konigshofen, Galifelde, in 1820; and 
Anton Hackel, of Vienna, in 1821, also built reed 
organs. Whereas Esche^bach^s ^^oline or Jiolodikon 
was expressive, HackcFs original Physharmonika was 
not. The first examples of the modern type of free 
reed to be inserted in the organ were those introduced 
in 1827-29 at Beauvais Cathedral, France. Free reeds 
were practically perfected by M. Hamel (i 786-187o).f 
See Rf.ed, Clarinet, Cor Anglais, Musette. 




French Horn. 
(Compton). 


(Ifr^ Frein, 

= bridle, curb. Harmonique * harmonic 
See Beard. 

French Horn—8 ft 

The accompanying illustration is that of a treble C 
French Horn pipe. This stop, the invention of Mr. 
John H. Compton, of Nottingham, gives a very 
faithful representation of the orchestral French liorn. 
The imitation of this instrument has been the ideal 
for which organ builders have for many years been 
striving. Its characteristic beauty of tone is such as 


♦ From *‘The Precentor,” Aug. 15th, 1903. An article by the author, 
t See Bibliography introductory to this work. 
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to amply justify the cost of the; stop, which is rendered rather expensive by 
reason of the immense sound»l)oard space occupied. The treble C pipe 
is 2 ft. 3 in. long (tube), and 6 in. across the bell See Waldhorn, 
I)oix:k, WAr.OFi/rnc. 

Frontispicium ”“(Lat) Brons ^ front, Specto {ai^ antique specio) =* to 
view, c/: (Bhig.) frontispiece. See Montre. 

Fuchsschwanz—“"Buchsschwank. (Ger.) Fuchs =® fox^ Schwanz = tail; 
Schwank » joke. 

One of the strange accessories sometimes found in old German organs. 
A stop-knob bearing the inscription ‘‘Noli me tangere” (“Do not touch 
was attached to the console. As a reward for their curiosity, persons who, 
regardless of this injunction, touched the knob, thereby set free the catch 
of a siiring, causing a huge foxtail to fly out into their faces. Sometimes 
the foxtail was simply attached to the stop knob. Having once drawn 
the tail out of the jamb, it was a matter of some difficulty to replace it. 
Meanwhile, the recalcitrant culprit was subject to the chaff of his comrades. 
There is a foxtail near the dwarf “Perkeo,'' guarding the great Tun at 
Heidelberg Castle, St. Andrea, Erfurt; St. Gertrud, Hamburg. 
FUGARA'»-Horn Gamba. Formerly Tibia Aperta. Generally 4 ft.; 
sometimes 8 ft; rarely 16 ft 

A Gamba of horny, rather than keen, tone. It displays a quality much, 
favoured in Germany but distinctly distasteful to the English ear. In 
former times, the I'ugara occasionally possessed more of a Gemshorn 
quality; it was also sometimes composed of wooden pipes. The latter 
were variously shaped, being even tapering, or of triangular form. The 
Horn Gamba, as sometimes found in Hope-Jones organs, is of quite a 
different character. It is more musical Though horny in a sense, it is 
not hard. It may be described as a Dolce pipe fitted with a beard, and 
Gaml)a-cd in tone, Roehampton Parish Church, (Hope-Jones). 
Fullflote-*—4 ft. A Flute of full tone. Triebel, Silesia. 

IMCiactwi?® — A Mixture of Diapason scale intended to 
amplify and extend the organ tone, as opposed to Sharp Mixture 
which adds brilliancy. The ranks, therefore, are not pitched so 
high as those of the latter. 

Fundamen Reeds —The name originally applied by Mr. Hope-Jones to 
a very smooth and full-toned variety of reed, included in most of 
his instruments. See Tuba Sonora. 

Fundamentalis « Prinzipal Canberry. 

—Fourniture. A full-toned Mixture of considerable 
power. A possible (though, perhaps, rather far-fetched) derivation 
is (B'r.) fournir — to supply; from the fact that the stop supplies 
great brilliancy, adding appreciably to the tone. 


G 
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Galonbel— A Mixture stop at St Ouen, Rouen. MM. Mutin, the suc¬ 
cessors to MM- Cavaill^-Coll who built the organ, are unable to 
supply the author with any information concerning the compo.sition 
of this stop or the origin of its name. 

G-aiMilbai—Viola da Gamba, Viola, String Gamba. See also Vioi-a 
DA Gamba. 8 ft; i6 ft; occasionally 4 ft 
The tone of the Viola da Gamba is akin to that of the Violin. But 
the effect on the organ most suggestive of divided orchestral “strings” 
is obtained by the use of the Voix Celeste stop with a keen Gamba or 
Viole d’ Orchestre. The Gamba is of smaller scale and less powerful tone 
than the Diapason; it is voiced keen, i.e., with the upper partials pro¬ 
minently developed at the expense of the ground tone. The mouth is 
kept low. The stop is best made of tin or spotted metal. Gambas of 
fairly liberal scale have successfully been made of wood {e.g., by Schulze, 
Booth of Wakefield); but the satisfactory treatment of small-scaled wood 
trebles presents well-nigh insurmountable difficulties to the voicer. Wood 
basses are sometimes used, but here again the difficulty of voicing extremely 
small-scaled wood basses is such as to render them ill-adapted to match 
the tone of small metal Viols. There is, however, a very satisfactory wood 
bass to the Swell Contra Viola voiced by Mr. Compton in the organ at 
All Souls, Radford, Nottingham (Musson & Compton), measuring but 
in. at CC. The German Gamba (g.v.) is happily extinct, and the 
varieties known as Bell Gamba {q.v.) and Cone Gamba {q.v.) are but 
infrequently employed. Of recent years the old colourless Gambas, 
suggestive rather of Horn Diapasons, and usually attended by that dis¬ 
agreeable defect of speech known as “spitting,” have well-nigh disappeared. 
The introduction of keen aetherial string tones, rendered possible by the 
use of the Beard (f.».), constitutes one of the most remarkable develop¬ 
ments of modern organ tone. The most recent achievements in this 
respect are treated of separately under the heading “Viole d’ Orchestre.” 
When not overblown, modern Gamba tones combine excellently with most 
other stops. They are in every way preferable to the older variety (but 
see Bell Gamba). In 8 ft. pitch, the manual Gamba is now practically 
confined to the Swell and Choir organs, having been expurgated from the 
Great as injurious to true Diapason tone. Combined with Diapasons of 
the ordinary type, Gambas certainly exercise a morbific influence on the 
general foundation tone, but to the modern full-toned leathered Diapason 
string tone of a certain species, when judiciously blended, is, under certain 
conditions, highly beneficial It is a fact that stringy or slotted Diapasons 
“ build up ” better than those of the type usually preferred, and in par¬ 
ticular blend better with bright-toned Principals. Unless a second 
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Diapason of tfic stringy type, or a Gamba, is comprised in the Great organ 
scheme, the Diapason has frequently to be actually spoilt in tone (so far as 
its cxlra-corul)inati()tial usage is concerned) in order to make provision for 
this state of affairs. In some of the Hope-Jones organs a Muted Viol 
will be found on the Great organ, and, whilst it would ostensibly seem to 
be placed there for accompanimental purposes (and very useful it is), 
despite its quietness of tone it most certainly doss have the effect of binding 
together the upper work and the foundation tone to a remarkable degree, 
it is not inconceivable that the modern demand for depth in Diapason 
tone is practically responsible for the lack of blend in much of our Mixture 
work. An alteration of the foundation will necessarily affect the super¬ 
structure. It is not, of course, to be inferred from these remarks, that 
stringy or slotted Diapasons are in any way preferable to the full-toned 
variety, for even if they do ‘‘build up"' better it is only because much of 
their foundation is sacrificed to brilliancy. The danger confronts one 
only, wlien, in the praiseworthy attempt to ensure that depth and dignity 
which rightly forms the basis of all good organ tone, other functions of the 
l)ia[Kisoa are disregarded. 

Tluj 16 ft. Gamba forms a valuable manual Double, its lightness of 
toiui precluding the overbalance of the unison stops, and its harmonic 
d(!velopmcnL serving to impart cohesion of tone, and lending richness in 
<:ofn[)iua(ion, A stop midway in character between a Diapason and a 
(lamba is fVccjucutly found as the Great organ Double, whilst the Swell 
(!ontra Gamba, or (Jontra Viola, is probably the most effective flue Double 
for that dciiartment. On the Pedal organ, also, a fairly powerful and keen 
Gamba i6 ft is a stoj) of rare beauty and great utility ((?,^., York Minster, 
Walker). The 4 ft Gamba, sometimes named Gambette, Violette or 
Octave Vide, or an Octave Geigen Principal, forms an effective octave 
Swell register. It adds life and vigour to the flue work, having, apparently, 
the effect of rendering it more susceptible to the influence of the swell 
shutters. Worcester Cathedral (Hope-Jones); Claines Church, Worcester 
(Nicholson); All Souls, Nottingham (Musson & Compton). Scales ,— 
The string Gamba in the Hope-Jones organs is sometimes made to these 
measurements : CC, 3^^ in.; Mid. C, i|- in.; Tr. C, f in., 

J mouth, cut up I*, and rollercd. The CC pipe of a wood Gamba by 
Bishop measured 3!* in. x 3-J- in., the mouth being rollered, and cut up 
I- in. Zinc Gamba basses of 3|- in., 4 in., or even 4^ in., are still often 
made by builders unduly conservative in their tastes or who fight shy of 
the difficulty and trouble of voicing smaller ones. 

GAMBETTE—See Gamba. 

—In German organ building phraseology the equivalent of our 
“prepared.'^ (Ger.) Gar Kein Flote means “no Flute at all.” 
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Gcdackt 

(wood). 


Gedeckt— See Gjcdackt. 

Gedackt-Bommer — For derivation see Bommarde. 8 ft 
tone. 

A stopped register of this name occurred at St I’elcr 
and St. Paul, Gorlitz (Casparini, 1703). It ha.s l)e<m slated 
that it over-blew into the first harmonic, the twelfth, that it 
was virtually a harmonic stopped Twelfth, and tlicrelore, an 
anticipation of Mr. Thynne’s Zauberfldte. Wcrkmci.stcr, 
and after him Hamel, however, speak of it as a Quintatdn. 
Certainly the name would seem to imply a coarsc-toned 
Gedackt, with the twelfth so developed as to .suggest the 
idea of a ‘^growling’’* tone. On the whole, there would 
seem to be no adequate ground for assuming the entire 
elimination of the fundamental or prime tone of the stop. 

Gedampft-Regal —Gedempft-Regal. See Kegal. 

—Gedackt, Stopped Diapason. (Old 
Ger.) Gedackt, (Ger.) Gedeckt ■» covered. (Ger.) 
Decken = to cover; cf. (Eng.) deck. (Anglo-.Saxon) 
Theccan, from which is also derived (Eng.) thatch. 
8 ft.; 16 ft.; 4 ft.; rarely 2 ft. 

In the case of the name. Stopped Diapason, the word 
Diapason is used in the sense of a standard, the rcgi.stcr 
being to stopped flue pipes what the Diapason is to <)|)on 
flue pipes. But the title is apt to be misleading, since tlu^ 
tone of the stop in no way resembles Diapason tone. It 
might well, therefore, be permitted to lapse. It is curious 
that the earliest form of organ pipe known, the Pandean 
Pipe, was stopped. From it was evolved the open pipe, 
and the stopped pipe, as known to-day, was not re-invented 
until the close of the XVth century. The Gedeckt is formed 
of stopped pipes of wood or metal. In this country the former 
material is rapidly being discarded for this stop in favour of 
the latter; but if the same effect is to be gained the metal 
must needs be of some thickness. In view of this fact it is 
altogether questionable whether the wholesale discardment 
of wood is a change for the better. The bass of metal 
Gedeckts is generally made of wood. The stoppers of 
wood pipes are covered with leather, whilst those of metal 
pipes are now usually lined with cork, a practice introduced 
by Willis. The lips of metal Gedeckts are left thick, and 
often not flattened into a leaf at all. The mouths are cut up 


(Ger.) Bruiomen — to growl or mutter. 
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high. I ho scale of the (Jedeckt varies 
considerably according to the power and 
quality of tone reriuired. A soft-toned 


(hrdcckl, suitable to the Swell or Choir, is known as Lieblich 



(/cdeckt. It is usually made of metal. Modern voicers gener¬ 
ally provide the (>edeckt (unless of very large scale) with 
pmreed stop[)ers like the Rohrflote {q.v.). A large-scaled 
(jicdeckt, with thick or leathered lips and distinctive tone was 
invented by Mr. Hope-Jones, and named Tibia Clausa j other 
varieties also were introduced by Mr. John H. Compton under 
the names of 1 ibia Minor and Tibia Mollis. An excellent 
effect Is obtained by voicing the Swell Gedeckt full and liquid 
in tone, with the twelfth well developed. When so treated 
it is particularly useful in combination, acting as a sort of 
“ffw^rtf-creator.” A Choir Lieblich, on the other hand, might 
be bright and crisp, with the twelfth restrained. The Stopped 
Diapasons of the early Lnglish builders were frequently voiced 
with the twelfth very prominently developed, hence their 
excellent blending properties. They were, indeed, virtually 
Qiiiiilatons. Snctxlcr inclined more in taste to the Chimney 
l'’lute. See Bourdon, I)oppicr.Gici)ACKT,GROB-GEDACKT,GROSS- 
Ckoackt, Klkin-Gkdaokt, I/Ikhlich Gedeckt, Mittki^ 
Gkdackt, .STn,i,-GKDA(.;KT, 'I’liUA Clausa, Tibia Minor, 
Tiiua Modus. Saikx. ■ Old ICuglish type; CC, sin. x 4|.in. 
l,ow mouth and light wind pressure Modern style: CC, 
4 in. X sin. See Lieiidich Gedkckt Scales. 

Gedecktfl5te— -GedacktflSte. See Liebdich FlOte. 

G-©i^€S*l Violin Diapason, 

(Ger.) Geige - Violin. 8 ft.; 4 ft.; occasionally 16 ft. 

A stop midway in tone between Diapason and Gamba, 
rather more keen than Horn Diapason. The true Geigen is 
rarely found in England; it is fiery rather than horny, and the 
bass is usually bearded There are excellent specimens, 
however, at Battersea Polytechnic (Beale & Thynne, voiced 
by Whiteley); All Souls, Nottingham (Musson & Compton ); 
Oulton Rocks, Stone, Staffs. (Binns). The stop usually found 
under this name in England is a Diapason rendered horny and 
objectionable by slotting. A small-scaled crisp Diapason of 
slightly stringy tone forms an excellent Choir organ stop 
Parish Church, Burton-on-Trent, Norman & Beard and 
Hope-Jones). In 4 ft. pitch it forms an excellent octave stop 



Geigen 
PrincipAl 
(roUered), 
with single 
mitre. 
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in the Swell (see Gamba). Geigen Principal, B ft., ( XJ incasares 
4 in. (Bishop); 4I in. (Compton); sl’in, (I^rindley Si Foster). 
Mouth usually |* or f cut up 4 ft C, 2 2 in, 

Geigen-Regal —See Regal. 



Gemshora. 


Cr^Mci.sljLoa?»—Ancient names: (Fr.) Cor de Chamois 
(=* goat horn). Gemster, Hornlein (Ger. « little horn). 
Occasionally the title CoppelflOte (coupling Flute) was 
applied to the Gemshorn. (Ger.) Gernse « goat. The 
stop was named after the horn of the goat herds. 
Abroad, it is found in 16 ft; 8 ft; 4 ft; 2 ft; i ft; 
and Mutation pitch, but in this country it is almost 
invariably of 4 ft pitch. 

The Gemshorn, which was invented before the middle of 
the XVIth century, is of soft and reedy tone, very clear and 
sweet. Helmholtz attributes its characteristic tone to the 
particular development of the harmonics: tierce, larigot, and 
flat septime. The stop was formerly classed as a Flute, but it 
is assuredly more reasonable to group it as a string-toned or 
Diapason stop. The pipes taper, as they ascend till the 
diameter of the body at the top is about one-third of that at 
the mouth. The Gemshorn forms a useful choir organ octave 
stop. It is also well adapted to the Swell of small organs; but 
in instruments of medium size a Geigen Principal is probably 
the more effective, since the tone of the Gemshorn is scarcely 
of the requisite degree of boldness. The Gemshorn of English 
Swell organs, indeed, is usually a loud Principal, rendered 
horny (and probably objectionable) by being slatted. I'he 
Harmonic Gemshorn 2 ft. is occasionally made. One particular 
example at Rugby School Chapel (Bryceson) struck the author 
as probably the most effective Swell super-octave stop he had 
heard. The Gemshorn is largely employed abroad in Mutation 
work, chiefly as Gemshorn Quint and Twelfth; it is less 
frequently used for the Tierce and Twenty-Second, In the 
latter capacity it is to be found at the Lutheran Church, 
Leman Street, E. (Walcker). Scak.---4 ft. pipe, 3 in. at mouth’ 
in. at top. Mouth usually ^ or -f-, cut up 


Gemshornquint— A Quint of Gemshorn pipes. 


Gemster — Lucerne Cathedral. See Gemshorn. 


GERMAN FLUTE— Flfite Allemande. See Flauto Traverso, and 
also ZauberflOte. 
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German Gamba—8 ft 

A variety of Gamba, introduced into this country by Schulze at 
Doncaster Parish Church and the Temple Church, London. The pipes 
were of large scale, and often devoid of ears. In order to preserve its 
characteristic pungent tone quality (which, en passmit^ was at that time 
somewhat of a novelty in this country), the speech of the pipes had to be 
left very slow and uncertain. Accordingly, the stop was always drawn 
with a **helper'^ or Coupling Flute, to bring the pipes on to their 

speech. Strange to relate, some folks, who never seem to tire of dis¬ 
counting modern organ tone, lament the decease of this abnormity, 
claiming that it possessed a quality oi tone which is inimitable. In 
siipjiort of this assertion, the fact has been adduced that the late 
Dr, Hopkins of the Temple Church, being dissatisfied with the speech of 
his German Gamba, had it bearded, with the result that, though the defects 
of speech were remedied, the distinctive tone character was lost. Be this 
as it may, the writer has heard at Aix-la-Chapelle Kurhaus (Stahlhuth) a 
bearded Gamba of tone quality practically identical with that of the 
Doncaster stop, but of faultless speech. Regarded as the progenitor of 
modern string tone, the German Gamba was certainly creditable to its 
period; but to put forward such predeluvian abnormities as models for the 
instruction of modern artists is ludicrous in the extreme. Doubt has been 
cast on the German origin of this stop, but in reply it may be submitted 
that the old Bchweiiaerfidte was its counterpart. 

Gesang-Regal— See Regad. 

Gewitter—(Ger.) * thunderstorm. See Effets d’ Orage. 

Glocken— (Ger.) Glocke«*a bell. A prefix meaning Bell. Glockengamba 
« Bell Gamba. 

GLOCKENSPIEL—See Carillons. 

Glocklein—Gldckleinton, Tonus Fabri (Ger.) Glocke « bell 

kin is a diminutive suffix, akin to (Eng.) im£. 

Boxberg, referring to the Gldckleinton at GOrlitz, states that, when 
drawn with the Quintatdn 16 ft, it could be most effectively used for 
passages. See Campana, 

GONGS—See Carillons. 

GRAND—A prefix intended to convey the information that the stop so 
designated was of large scale and imposing effect. Equivalent to 
one meaning of the German “Gross."’ The prefix “Grand” was 
formerly much used in England by Bishop, Gray & Davison, 
Willis, etc), often rather loosely; but it is seldom now employed. 
Generally applied to pedal stops: Grand Bourdon, Grand Open 
Diapason, etc. 
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The word Grand is also sometimes to be found applied to the chief 
manual of an organ instead of the term »Great.” At Birmingham and 
Leeds Town Halls, the Great organ wa.s formerly named the Grand organ, 
The latter designation is also sometimes attached to instruments of large 
size, principally in concert halls, and in France the word Grand is used to 
distinguish the west end organ from that in the choir. 

GrVa.'V'e lM[ixt>uix*e—A two-rank Mixture stop, composed of 
Twelfth and Fifteenth on one slider. So named in contradistinction 
to Sharp Mixture, on account of the grave or full effect imparted 
by the Twelfth rank. See Rauschquint. 

Gravissima —(Lat.) = very deep. 

applied to the 64 ft. Resultant Bass at Worcester Cathedral 
(Hope-Jones, 1897). 


Gravitone — See Acoustic Bass. 

The title given to the 64 ft. resultant 
Hall Bristol (Norman & Beard). 


stop in the organ at the Colston 


G'Vea.t Bass—See Major Bass. 


Grdle-(Fr.) = hail. 

■ -I ^ Maskelyne & Cooke, of recent years, have used 

(Smerly)^'''^' Sulpice, Baris 


Grob —(Ger.) « rough. 

A prefix indicating strength, and in some cases roughness, of tone. 

Grob-Cyrnbel, Grob-Mixtur, Grob-Posaune, Grob-Regal, are 


Grob-Gedackt— A Gedackt of large scale and powerful intonation. 
GROSS—(Ger.) = great. 

to (>0^^'' usually sub-octave pitch, but sometimes equivalent 


GROSSFLOTE—8 ft.; 16 ft. 


A powerful manual or pedal Flute, made 
The name is often employed in America. 


sometimes as a Doppelildte. 


GROSS-GEDACKT—8 ft.; 16 ft. 

A 16 ft. Gedackt, or identical with Grob-Gedackt. 

Gross-Ranket and Gross-Regal are also found. 
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Hahn —(< 5 er.) « cock. 

A Hlo)), (omul in .some ancient Continental organs, imitative of the 
crowin}-, ol tlm cock to announce the dawn of day (particularly Christmas 
Day), or rcniiniscent of St. Peter’s Denial. Magdeburg Cathedral (1604). 
Hail ..See 

Halb (Cer.) =-= half. A prefix equivalent to “octave” Halb- 

prinzipal). 

nCa.lf-stoi>pe<] See Rohrflote. 

Harfen-Prinzipal— (Ger.) Harfe = harp. 

Akin to Geigen-Prinzipal. Adlung refers to a 4 ft. Nachthorn at Gera, 
reseitibling a harp in the top octave. Breslau. 

Harfen-Regal— See Regal. 

HAHMOIStlA -(ETHERIA—Harmonica /Etheria. 

A delicate Mixture stoj). It is generally made either as a soft Dulciana 
Mixluic, or definitely of string-toned pipes. It is <thus virtually identical 
with l'/c.ho-( .ornct or Dulciana Cornet. Needless to say, any such stop, 
when properly tuned, is a most useful adjunct to the organ. Stadthalle, 

1 Iiiidelberg (Voit). 

lXaBi..i?xxiLoniic 5 Clabrilb©!—8 ft. 

A fM/M introduccid by Mr. (Jasson to designate a large-scaled Harmonic 
PliiU! of thick, fidl tone. The Willis Claribel Flute is usually a metal stop, 
of bannonic .structure. 'Phere was also an example of the Harmonic 
Claribel in the Hope-Jones-Denman organ at Holy Trinity, Scarborough. 
'Phere is an instance of the Harmonic Claribel, 8 ft., in the organ at the 
Colston Hall, Bristol (Norman & Beard, 1905). It is a wood Claribel 
Flute with inverted mouth, speaking on 20 in. wind. The stop, which is 
of very large scale, is of double length from mid. C upwards 

HARMONIC DIAPASON—8 ft. 

A hybrid stop, which, as the outcome of an attempt to obtain powerful 
Diapason tone from pipes of harmonic construction, is virtually a very 
coarse-toned Harmonic Flute. The pipes are harmonic from fid. G., 
mid. C, E or F upwards, the bass being “tubby” in scale and tone. The 
Harmonic Diapason was a pioneer attempt to produce the “big” foun¬ 
dation tone so characteristic of the modern English organ. Now-a-days, to 
procure this desirable feature, we set to work in the opposite direction, 
endeavouring to secure weight and depth of tone rather than mere 
stentorophonic noise. Such stops as the leathered Diapason, Tibia Plena, 
Tibia Minor, etc., whilst in themselves apparently of no extraordinary 
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power and pre-eminently mellow and musical, are nevertheless possesj^ed 
of far greater pervading and travelling power, and exercise a more benerjcial 
influence on the general tone, than blustering stops of the I larmonie 
Diapason and Stentorphon type. Instead of amalgamating with the inu* 
organ tone the Harmonic Diapason cuts through it, being raucous and 
unduly self-assertive. St Columb Major, Cornwall (1877) • Pai.sley Com ert 
Hall (1882); Rugby Speech Room (1890). All by Bryceson. 

H[ai»i?jmion.io JPlu.te—(Fr.) Flflte Harmonique; (Ger.) Har- 
moniefldte; (Sp.) Flauta Armdnica. 8 ft; 4 ft Invented by 
Cavaill6-ColL See Harmonic Pipes and B'lauto 'Fraverso. 

The tone of the Harmonic Flute, as of most flue pipes, can be varied 
considerably in power, and to some extent in quality, by regulating the 
width of the mouth. In 4 ft. pitch on the Great organ it forms a stop 
invaluable for accompanimental usage, and, provided it is not unduly 
powerful, beneficial in combination. In 8 ft pitch it is not very suitable 
to the Great organ, for, if sufficiently powerful to be serviccalfle, it is apt 
to render the Diapason tone muddy,’'and certainly does not .supifly aa 
much body and “filling” power as a Hohlfldte or Tibia. When incor¬ 
porated in the Choir d^gan the stop is usually named Idauto IVaverso, and 
made of 4 ft, though occasionally of 8 ft., pitch. 1 ’he Choir <u'gan Mauto 
Traverse is of quiet tone and voiced with more character than llie largc.-r- 
scaled Harmonic Flutes. The Solo organ Harmonic Flute is poweriul 
and legitimately somewhat hooting in tone. It is sometimes enclosed, 
sometimes not It would certainly seem more satisfiictory to enclose 
stops of this class, alike in resonant and unsympathetic huildings, for the 
sake of the expressive facilities thereby obtained. 'Fhe Harmonic Flute 
combines effectively with such imitative and orchestral reeds as the Vox 
Humana, Orchestral Oboe, Bassoon, etc. With certain types of the Vox 
Humana, indeed, most peculiar /m^res may be built up. Many com¬ 
binations of this class are enhanced by the use of the Tremulant, upon 
the speed and power of which their success is largely dependant. When 
enclosed there can scarcely be any objection to the lowest octave of the 
8 ft. variety being composed of stopped pipes. Harmonic Flutes may be 
of very full cloying tone, or liquid and bright. An instance of the former, 
with leathered lips, may be heard to advantage at St. Stephen, Wandsworth,, 
S.W. (Whiteley), as a Great organ 4 ft. stop; whilst good examples of the 
latter variety may be often encountered in the work of Messrs. Walker 
York Minster; St. Margaret, Westminster). Specimens of each kind 
are useful in large organs, though the fact must not be ignored that the 
liquid and hooting style of Harmonic Flute owes its successful effect tD 
favourable acoustical conditions far more than to any peculiarly meritorious- 
voicing. At the Parish Church, Hucknall Torkard, Nottingham (Mussqn 
& Compton), may be heard side by side an exceedingly full-toned SoId 
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Harmonic Mute, and a litiuid and bright 4 ft Great stop. 
Tiu: former, whic’.h is voiced on a heavy wind pressure, is 
nja,d(; of extremely thick and weighty metal, and provided with 
Ieatlu;n;d lij)s. 

In many of tlm larger instruments of Cavaill^^-Coll, the Solo 
Harmonic Mutes fnxpumtly sound distressingly coarse when 
h(ta,rd close to, a ctuality of tone probably due to the sharp thin 
lif)S and thin tin i)ipcs he, in common with the majority of French 
huildcirs, employed. When heard at a distance this disagreeable 
feature is not noticealile, indeed the stop there probably sounds 
all the better for this boldness of treatment. In the author’s 
estimation, however, Messrs. Walker’s stops of this class are 
preferable. Yet, so far as large buildings are concerned, if the 
pn^vision of both varieties of Harmonic Flute is not contemplated, 
the luller toned type of stop will probably be found the more 
effective. Derby Road Church, Nottingham (imported from 
Cavailld-C'oU by (kmacher); Albert Hall, Sheffield; Town Hall, 
Manchester ((kivaillcT'oU). The author, also, has in his pos¬ 
session a typical Harmonic Flute pipe made by this firm. See 
also Fi/Ipk Oc'i’AVrAN'i'K. 

'riie pijRis of the Harmonic Flute arc variously made with and 
wiilmut cans. Occasionally they ar<; furnished with long ears for 
tuning purj)o.scs (see Ukij. Gamua). Roughly speaking, the 
hole or holes rendering the pipes harmonic may be pierced 
anywhere in the middle i)ortion of the pipe; but the position in 
whi<ti]i they are most conducive to fiicility of speech is supposed 
by some voiccjrs to be at a distance of two-fifths up the pipe. 
The Harmonic Flute is copiously winded, though no increased 
pressure is necessary .save in the case of solo varieties. The 
pipes are of harmonic construction variously from fid. G, mid. C 
and F upwards, the bass pipes being voiced “ tubby ” to match, 
and therefore sometimes known by the classical (!) appellation of 
*‘Tubs/' Some builders cause the upper lips of Harmonic Flute 
pipes to protrude considerably, the process being known technically 
as lifting ” the lip. An example of a stop so treated may be 
seen at Moreton, Dorset (Conacher). Scales ,—Harmonic Flute, 
4 ft CC, 3 in.; Mid. C (harmonic), if in. Solo Harmonic 
Flute, 8 ft CC may measure anything from 4 in. to 8 in. or 9 in. 
Open wood bass, CC, 6 in. x 5 in. Metal T. C, 3f in. Metal 
(harmonic) Mid. C, 3 in. 

Harmonic Gedackt— See Zauberflote. 

ja»i?amom.io :i?ic 50 olo—See Piccolo. 



Harmonic 

Flute. 
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}Ei;a,x*ixioxiio Pipes. 

Pipes so treated as to speak their first upper partial instead of the 
fundamental or ground tone. Wood Flutes caused to overblow liy means 
of a low mouth and copious winding date from a comparatively early period 
in Germany (see Flauto 'Iraverso). The idea of emjiloying luinnoiiic 
tones for the sake of increased power in the treble of stop.s, togetlier with 
the invention of the method now in vogue for the production of such tones, 
is due to the late M. Aristide Cavailld-Coll, having first been embodied in 
his fine organ at the Abbey Church of St. Denis, near Paris. By Cavailld’s 
method, open flue pipes are pierced half way up with one or more small 
holes. These perforations have the effect of causing the vibrating air 
column in the pipe to split in half and thus to yield its half-length tone, the 
octave. The actual length of the harmonic portion (treble) of an open 
harmonic stop is thus twice the real speaking length indicated on the 
stop label. The first harmonic above that speaking is, of course, the 
twelfth. Harmonic stopped pipes overblow into the twelfth (see Harmonic 
Stopped Twelfth,^ Zauberfl6te). It has erroneously been advanced 
that Cavailld-Coll’s invention was anticijiated by Gabler at the Benedictine 
Monastery, Weingarten, (1750). The statement, which i.s repeated by a 
writer in Grove’s Dictionary, would seem to be based on the fact that in 
the specification of this organ, as given in Hamilton’s “ Catechism of the 
Organ,” and also in Hoiikins’ and Rimbault’s treatise, appears the terra 
Harmonic Violoncello, ^ 8 ft. As a matter of fact this stop wa.s only 
rendered harmonic during the restoration of the organ by Weiglc See 
Doppelflote, Harmonic Flute, Harmonic Reed-s, in addition to 
references already indicated. 


HaiX*xxi.onic JReecIs—See Harmonic Pipes. 

Reeds with double-length tubes in the treble. Such pipes, however 
unlike those of harmonic flue stops are not usually perforated in the middle' 
^ this treatment is unnecessary in the case of reed pipes. Harmonic 
eeds were introduced by Cavailld-Coll in conjunction with increased 
pressure with the object of securing, in the treble, power proportionate to 
that of bass. This conception was further expanded in the system of 
reed voicing of George Willis, who employed harmonic reed work not only 
or this purpose, but in order to secure also smoothness and breadth of 
tone. It is a delusion to suppose that harmonic reeds are necessarily 
noisy or unduly powerful-they can, if desired, be voiced softer than 
ordinary true-length pipes. As a matter of fact the mere process of 
making a reed harmonic, apart from details of winding, tends to subdue its 
tone. Granted, however, a moderate reserve of wind pressure, it is easiet 
to secure due prominence of tone in the treble than is the case with a pipe 
of true length. The harmonic structure of chorus reeds enables them to 



UICI'IONARY OF ORGAN S'I’OFS. 


89 


j^taocl hoUctr in tiuu;, and renders the tone i)urer, removing the wearisome 
clang or nasal fionnd, instiparablc, even by such a past-master as Willis, 
from non ba,rnionic reeds, Such a combination of virtues should be 
fuidi< itsit to (tslablisl]! tluiir irrefragable usage. After the super-excellent 
results, loud a.nd soft, achiiived by the Willis system, the ultra-conservatism 
of tljosti few buildta'H who rt^jeci the harmonic system, must be described 
as not hi tig short of farcical, 

Mmi:*]rioioioi.lC 5 Stoppodl 2f ft 

A stopped pipe of 4 ft. actual length, overblown to speak its first 
harmonic (the twe,lftb, 2f| it). The Harmonic Stopped Twelfth was intro- 
duce<l by Mr. Oassoti at Omaglt, Co. Tyrone, Ireland. The tone of this 
stop is full and clear. In combination it is less assertive than the ordinary 
Itiapason dVc^lfib, its influence, therefore, is such as to induce greater 
cohesion of tone. 'Vho sifo/fped pipa is employed on account of its fewer 
liarmonics. It is the harmonics and general lack of purity in the tone of 
Mixture piptis which renders them so frequently unduly assertive in com¬ 
bination. 'riie Stoppc<l Hiuanonic Twelfth also sometimes 'admits ot 
effective use with otlier solt registers as a //w/;r^-creator. See Zauber- 
Ki.oTE, Omagh; London Organ School; Chamber Organ, Cathcart: 
House, Kensington, S W. ((h)Hitive Organ Co.), 

HARMONIC TIKHCK, TWELFTH, Etc. 

Mutation ranks a,re sometimes made of double length and harmonic 
intonation, d'he effec.l of this trealimmt is to increase their power without 
giving rise to coneomiLant development of their own upper partials. As 
a rc.sult they also stand better in tune and are less affected by fluctuation 
of wind pressure than tlic true-length varieties. The practice is not un¬ 
known abroad. See Harmonic STomuiiD Twelfth. Maynooth College, 
Ireland (Stahlhuth); Itlmmanuel Church, Nottingham, Hucknall Torkard,, 
Nottingham (Musson & ("ompton). 

(Fr.) Trompette Harmonique.. 

8 ft 

A clear-toned Trumpet, harmonic in the treble. The name is also* 
sometimes employed to designate a Tuba of somewhat lighter tone than, 
the customary full and “thick"' variety. See Tuba. 

HARMON IE—A prefix indicating (i) that the stop is voiced for com¬ 
binational use, (Fr.) Cor d" Harmonie. Or (2) that the stop is of 
harmonic structure. (Ger.) Harmoniefldte. 

HARMON IK A— Harmonica. Also Harmonikabass. 8 ft; 16 ft 

An open Flute of soft and delicate intonation, often slightly stringy in 
tone. It is generally made of wood and bearded. As a manual stop it is 
quite unknown in this country. On the Pedal organ the Harmonikabass 
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oorresponds to a small-scaled Major Bass or wood Violon. Ulm MiinsLer ; 
•Gewandhaus, Leipzig (Walcker)* 

Harmonium— A free reed stop, very rarely found under this name, is 
identical with Clavaeoline or Physharmonika, 

Harp —A stringed instrument introduced by Schwarbrook as an organ stop 
into the instrument at St Michael, Coventry (1733). 

Harp jCoIine— Harp /Eolone. See J[^oline, also Kerophone* 
JEIci^utlbosr—Hautbois. See Oboe. 

Hedeiaphone —(Gr.) l/hwt) = pleasure, (pumi « voice. 

A stop invented by Mr. Hope-Jones, and consisting of metallic plates 
set into vibration by an alternating current of air. 'Fhe tone resembled 
^hat of gongs. No example exists, but a specimen was exhibited at a 
lecture delivered by Mr. Hope-Jones at Birkenhead. 

Heertrummel —(Ger.) Heer (prefix) » military; Trommel » drum, 
BMusskirche, Erfurt; Schlossorgel, Dresden; St Gotthard, Hildesheim. 
'The organ at Sondershausen contained Reclite-PIeertrommel («» right 
•hand drum). 

Hellpfeife— Hellfiote. (Ger.) Plell - clear. Signifies either Campana 
or Sharp Mixture. 

Helper —A stop, the function of which was to assist the speech, or 
improve the tone, of some other stof) or stops. A Helper was 
introduced by Bridge at Christ Church, Spilalfields (1730). The 
bass of the second Diapason, being sioppecb was accompanied in 
its speech by Principal pipes. The Bass Flute 8 ft, was formerly 
regarded as the Helper to the Bourdon r6 ft., and a Hohlflote or 
Coupling Flute formed a Helper to the German Gamba. 

A curious device for facilitating promptitude of speech was occasionally 
adopted in Germany. Attached to the outside of a Violone pipe, just 
.above the mouth, was a short stopped pipe hdy (no mouth). Such wind 
as blew oh the outside of the pipe lip, served to throw the air column in 
this into vibration, the note thereby induced materially aiding the speech 
•of the main pipe. Various forms of self-contained Helpers have been 
devised by Mr. Hope-Jones. In one instance the block of a wooden pipe 
was pierced with a hole, to the underside of which was attached a sort of 
hanging trap-door or oval pallet. As the wind entered the pipe this 
pendant door was intended to close with some force and so set the column 
•of air in the pipe into vibration, thus relieving the wind at the lip of a 
large share of its initial work. The idea is highly ingenious, but whether 
such a device would be satisfactory in operation is more than doubtful 

HOBOE—(Ger.). See Oboe. 
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«Hohlpfcife. Angiiu Hohiaute, Hohl Flute. 
Hohl hollow. 8 ft,; also occasionally i6 ft.; 4 ft; 2 ft 
The IlohiniiUi is a stop composed of pipes of ' 
fair scale, usually, though not invariably, made of 
wood. German variety is of thick tone re- 

seinhling more closely the Clarabella than the 
luighsh I lolilllute. The latter stop may be said 
to date from the time when William Hill, whose 
work is a monument to his genius, bored two 
holes through the top of a wood pipe (obtaining a 
variety of Keraulophon-Flute tone) and labelled it 
Hole-Flute I A stop named Hohlfldte 4 ft., of 
similar construction, occurs on the Choir organ at 
St. Mary, Nottingham (Bishop). Querj// Which 
is right, Irlole Flute or Flohl Flute? 

Father Smith’s Hol-Flute (Temple Organ) was 
a Rohrfldte. The modern English Hohlfliute (dis¬ 
tinct of course IromtheFIole-Flute above mentioned) 
difhu’s from the Clarabella in possessing a harder 
and less iliick tone, a quality, it may be added, 
v(ny rart; in (Jermany, but none the less, on that 
account, valuable and intrinsically beautiful The 
im>uths are sometimes inverted. They have even 
betm made slanting (£^., falling obliquely across the 
pipe front), with the object of increasing their 
breadth, though the results of such treatment are 
not altogether satisfactory. Some builders 
Messrs. Norman & Beard, and Mr. John Whiteley), 
sometimes cover the lips of this stop with cartridge 
paper, ensuring thereby smoothness and roundness 
of lone. The liohlflute is generally made with a sunk 
block or ^^well” This has the effect of rendering 
the tone more hollow. The sunk block is also used 
for other Flute tones. A sunk block is shown in 


91 

(Ger.) 



HohlflSte 

(metal). 



Triangular 

Flute 

(inverted 

mouth). 


the illustration of the Flauto Traverse pipe 
At Doncaster, SchuUe introduced, for the first time in this country, a 
triangular Hohlfldte. It is sometimes claimed that the tone of triangular 
pipes differs from anything that can be obtained from pipes of rectangular 
construction. Be this as it may, by careful attention to the width of mouth 
of the latter pattern of stop, a tone quality may be obtained practically 
indistinguishable, even by trained ears, from that of the other. Triangular 
pipes are very troublesome to make. In instruments by Messrs. Forster &: 
Andrews triangular Hohlflotes, made to Schulze’s scale, of great excellence 
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are sometiiiiK to be beard; frequently they stand in the Swell organ. 
There is a gocxi tiiangu,iar Piccolo at St Thomas, Nottingham (Lloyd). 
A good scale for a triangular Hohlflote is :— mid. C, two sides 2|- in.; 
brorit side (carrying mouth) i|- in.; mouth cut up, ■§■ in. Tenor C, 
3I in. X 2f in. With the mouth on the wide side of a rectangular pipe, 
a gocd scale is:— T. C, aj in. x 2^ in.; mouth cut up, ^ in. There 
is an uncommonly good HoHfiote at Tennyson St. Wesleyan Church, 
Nottinghaiiij made and Yoiced by Mr. Cullen, the organist of the church. 
Mr. Binns* HoMSutes are also disdnguished by their excellence. See 
also Claxabella, Siffloti^ Walbflote. 

Hohischeiie—Rohrschelie. (Ger.) Hohl = hollow; Scheile = bell 
S ft Either {1} a large-scaled Rohrflote ; or (2) a variety of 

Quintaibn made of Rohriote pipes. 

Hoi-Flote—See Hohlflote. 

Hoie-Fiute—See Hohlflote. 

Holtzbass—16 ft An ordinary open wood pedal stop. Lucerne 

CaxhedniL See Holtzflote. 

Holtzfidte—\Ger.) Holtz = wood. 8 ft 

Seme, pertinently remarks, “It is rather an indefinite name, which 
laigh: be appued to several kinds of Flutes. It is a register without 
any particular advantage or striking quality.’’ An ordinary combinational 
wood Flute. 

Horizontal Tuba —Tuba with pip.es horizontally placed. See 
Fan Tuba. 

IBLoik^hx—S ft. 

IntTGOuced by Renatas Harris {jmnn, if such a person ever existed) at 
tru Bionis, Backchurch (1724), as French Horn. Later by Bridge at 
Christ Church, Spitalfields {1730) and St. Ann^ Limehouse (1741). The 
Horn was itnitatiYe ol the old French Hunting Horn (see Walbhorn), 

M hu-si^tonaer.j, no doubt one of the most successful examples of orches¬ 
tral iiunatfon of the^early builders, it has, like other such stops, fallen into 
wim may be regarded as unimitative organ tone. It differs only from the 
Ccrcopean in a slightly increased scale and freedom of tone, though now 
it 2S often named synonymously therewith. 

JBlox^ ]>i»pa£K>Xi—8 ft Usually in the SweU organ. 

The Horn Dkpason is a slotted Diapason of horny and sometimes 
somewhat -‘ sugmy” and cloying tone. It possesses rather more body 
tJM the Geigen Pnncipal or Violin Diapason, though it is often named 
synonymously with this stop. The quality of tone rapidly becomes 
weansome to the ear. The Horn Diapason appears to be more or less an 
ratcome of a recognition of the fact that a Diapason of the ordinary type 
(bat see Diap.^sos Phonon) is not successful in a swell box. If the type 
of tone be required, the Geigen Principal is decidedly preferable. 
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horn GAMBA—See Fugara. 

^ (Ger.) diminutive sufiix. 

octave ^ ^ Lucerne); (a) an 

octave Horn; (3) A Spuzflote; or (4) a Nachthorn. 

Humana— See Vox Humana. 

Humangedackt— (Lat.) Humanus = human. 4 ft. 

treble supposed, presumably, to represent a clear 

treble voice. St. Gertrud, Hamburg. 


Humrnel— Hummelchen. (Ger.) Hummel = humming; chen is a 

diminutive sufBx, corresponding to (Eng.) kin {e.g., mannikin) 

_ A device for causing two of the largest pipes in the organ to speak 
simultaneously, originally with the intent of summarily arousing such poor 
mortals as succumbed to the frailties of the flesh and snored in the sermon 
Were some enterprising builder to revive this stop in our own time, no 
doubt his services would be much in request. See also Effets d’ Orage^ 
Drum Pedal. Later “a drone bass, either C and F, or C and G” 
(Matthews). 


L 

Infra Bass—(Lat.) Infra = below. See Sub-bass. 

In.'vex'tied Pljpes 

A pattern of pipe, the languid of which is set 
in reverse position, upside down. The cham¬ 
fered side of the languid is thus underneath, not 
above. Herr Voit of Durlach once informed 
the author, that pipes so constructed had 
occasionally been utilized in Germany, when it 
had been desired to imitate the tone of the old 
builders. In this country the idea has been 
conceived independently by Mr. Herbert 
Norman (Norman & Beard), in his Corno Flute 
($^.2?.). Diapasons with inverted languid, of very 
full and firm tone, have also been made by this 
firm. The inversion of the languid seems to 
have the eifect of casting the wind more inside 
of the pipe. Gedackts are sometimes, though 
very rarely, provided with thin languids but 
slightly chamfered. The effect of this treatment 
is somewhat similar to that of the Inverted 
Languid. There is a Gedackt so made at 
Hucknall Torkard, Notts. (Musson & Compton). 



Section of 
metal pipe, 
showing 
Ordinary 
Languid. 



Section of 
metal pipe, 
showing 
Invert^ 
Languid. 
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MoTULtlij w'ltli.. 

The mouth of a flue pipe is said to be inverted when the chamfering or 
bevelling of the upper lip, instead of being executed on the outside of the 
pipe as ordinarily, is on the inside, the outer face remaining level The 
Vienna Flute furnishes a good instance of the use of the inverted lip, the 
mouth having the appearance of a simple circular orifice, partially covered, 
perhaps, by the cap. Inverted mouths are frequently api>lied to Flute 
stops. Generally speaking, the tone of pipes so treated partakes more of 
the orchestral imitative quality than that of pipes with the ordinary 
pattern of mouth. The distinctive attack or accompanying the 

speech of pipes with the inverted mouth, even though disguised as skilfully 
as possible, soon becomes wearisome. On this account, inverted mouths 
are better eschewed so far as unison Flutes constantly in use, such as 
Great organ Clarabellas, Hohlflutes, and Waldflutes, are concerned (see 
Waldfl5te). The same objection does not apply so forcefully to octave 
Flute stops. For illustrations, see Flauto Traverso, 

j. 

JEU—(Fr.) = Stop. 

Jeux d’Anches « Reeds. Jeux de Fond Foundation stops. 

JUBALFLOTE—Jubal Jubal, “the father of all such as handle the 
harp and organ/'—Genesis iv. 21. S ft,; 4 ft; 2 ft 
A Doppelflate of some power; usually of open pipes, St Paul, 
Frankfurt (Walcker, 1833). During the recent rebuild of this organ, in 
1899, a mistake occurred in the “tubing" of the Tibia and the Jubalfldte, 
the result being that the Jubalflote is now controlled by the stop labelled 
Tibia. 

Jula —An 8 ft, or Quint, Gemshorn, Also a corruption of Jubalfldte. 
Jungfern-Regal —See Regal. 


K. 

Kalber-Regal —See Regal. 

Kalliope—In classical mythology Kalliope was the Muse of epic poetry. 
Applied to an organ stop, the name is particularly unfortunate, 
serving as the word does in America to designate steam organs 
sometimes employed at fairs, and the steam whistles used on board 
ship. 8 ft.; 4 ft. 

The Kalliope, which was invented by Mr. Hope-Jones, was composed 
of stopped pipes of exceedingly large scale. The tone was hollow and 
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IKrnliar, with a beautiful “I,loom” in the tenor and middle octaves. 
I here was an example in the lirst Ilopmjones organ at 
St. _ (.e<nK<-, I mmver .S,|uaro, W. .SW.™-Kalliope, 4 ft tone. 

<.(4 n».. I ■ m.; M.id. C, i in. Mouth bearded, and 
the u|)per hp lett as low as possible witliout the stop developina 
into a Cor (Ic! Niiit. ° 

Kammer - In old (Jermaa organs a terra signifying that the 
sU)p to the name of which it was prefixed was tuned to 
“Kainmerton” (chamber tone), a tone in pitch below 
“(.borton” (choir tone). Such stops (Kammerflote, 
Kamniergedackt, etc.) were tuned a tone lower than 
the rest of the organ and used for instrumental 
acconifianimeut. 

- -((.Ir.). Ktpac = horn ; avkog •» 

[>ip(;; ijiMrii voice. 8 It .; abroad also 16 ft. 

f)n the (lontin.mt, a variety of Basset Horn, the English 
Kcraulophon being (|uitc unknown. The Kuerlofon some¬ 
times found in Spanish organs Seville Cathedral, 

Aquilino Ame/.ua) is probably a cross between a Dolce and a 
SiiJicional, <)r merely a species of Waldfldte. The English 
stop was mventeil by Cray it Davison, and first inserted 
in iH.f.i in their organ at Ht. Paul, Knightsbridge, W. 

I lu: story runs that the stop was fortuitously discovered 
tliroiigh a man who wa.s carrying some pipes on his 
shoulder knocking one on to a nail, and so piercing a hole 
at the top. 'Phis, of course, is mere hearsay, but ‘^senon Ivero, 
e Ih'h tnmtio:' I)r. Hinton (Catechism of the Organ) gives the 
reputed inventor’s name as William Horn, without, however, 
detailing the circumstances above mentioned. The Keraul- 
oplion is of large Dulciaiia scale, the jieculiar feature of the 
j/tpes being a round hole or slot of fair size in the pipe about 
one diameter from the top. It is tuned with a slide, through 
which the Itole sometimes extend.s. The Keraulophon emits 
a peculiai soft and inuflled tone, though some builders 
erroneously make it as loud as a powerful Gamba. It is one 
of the few sKqis legitimately “horny” in character. The 
pijies, being very delicately adjusted, are readily thrown off 
their .speech by dust, whilst great difiSculty is also experienced 
in a small swell box in causing them to “stand” well and 
speak without fluctuation or “wobbling.” The stop is to be ^ 
found in many of Messrs. Gray & Davison's organs, but it is 
rapidly becoming obsolete. 
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Kerophone —(Gr.). Kipac = horn ; (jxjjvij ^ voice. 

In the organ at the Colnlon HaJl, Bristol (Norma,n cS<r, Beard, 1.905), 
occur three stops named Kerophone, Har];) /IColone and Saxf^phomj, r<> 
spectively. These stops are composed of free reeds, of H ft piO^li, with 
very broad tongues and no pipes. Hiey arc under tlie control of a,u 
expression device (Gale’s patent), whereby every sliade of ijowtu’ ca.n b(j 
instantly obtained, either for accenting a single note or a whole chord. 
These stops add considerably to the wood-wirul ’’ resources of this organ. 
k patent tuning device enables them to be rapidly tuned 

KINURA—(Gr.) mvvpa. Akin to the Hebrew ** Kinn6r ” (Harp) 
mentioned in Genesis iv. 21. The Kinura was a harp with ten 
strings. 8 ft. 

Invented by Mr. Hope-Jones. The original experiments in the con¬ 
struction of this stop were conducted with cylindrical brass lubes continued 
through the block and forming the shallot or reed. They were made of 
brass tubing, with a long filed through a considerable ])art of one 

side. On to this was soldered a brass plate, against a slit in which the 
tongue was seated. In other cases this shallot extended about one-third 
the distance up into the reed tube. The bore at middle C was about in. 
diameter; but the tongues were so thin that it was practically impossible 
to complete the compass. Eventually the stop was made like the Ohoci, 
or of small-scaled half-length tubes, pierced at the top and surmounted 
by an adjustable hood-shaped lid. The tone of the Kinura is not 
impressive. It has variously been described as resembling a badly voiced 
Oboe, a “bee in a bottle,” or even a concertina! McEwan Hall, Edim 
burgh; Aberdeen University; Heaton Parish Church, liradford ; Moylakc 
Church, Birkenhead; Kinnoull Parish Church, Perth (Hoptj-Jones). 

KLARmETTE-«-(Ger.) = Clarinet 

KLEIN—(Ger.) =* Small A prefix indicating octave pitch. Thus, 
Klein Terz = Octave Tierce. Sometimes, however, the prefix 
signifies “ small-scaled.” 

Klein-Gedackt is used in both these senses—in the latter sense as 
opposed to Stark-Gedackt and Mittel-Gedackt. 

Klein-Regal —See Regal. 

Klingel (Ger.) = bell A bell communicating, as a signal, with the blower. 
Knopf-Regal —See Regal. 

KONTRA— (Ger.). See Contra. 

Kontrabass —See Contrabass. 

Kopf-Regal— See Regal. 

Koppel —See Coppel. 
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KRUM M 110 H U- CLAKiNrr, 

Kurzeflcitc^" ((#or.) Kur/ » sliort. Akin to the Zwergpfeife (dwarf-pipe) 

or Pi(»<R>lo, 

Kuzialflote 4 ft; 2 ft; 1 ft; and Mutation, 

An <>iH:n wood Idut* of bright tone. The pipes were of small scale. 
St ^)onlini(:<^ Praguo. Kreuzkirche, Dresden, i| ft 


L. 

Larg^ior-"-An ancient name for the Schwiegel. 

LA H 1007 " ()<’iave d’wtdfUi, Super-octave Quint, Nineteenth, ft 
A Mixiun* rank Kixaiking at the interval of a Nineteenth above the 
nnisoti, formerly, lik<j most Mixture ranks, it drew as a separate stop. 
7 ’h<i r.a,ngot was olitai of very shrill tone, the pipes having wide mouths, 

I he proe(\*is of “ haithcring ” is a i^rocess of treating flue pipes ex¬ 
tensively (anployed in modern organ building, The modus operandi is 
tmnple. It nieiely (aitails lla; lixing of a strip of leather to the upper 
lip of a m(a.a,l or wood pipe* by means of ‘‘Seccotineor liquid glue, 
the leatlna' Ixsng doiibhxl round, and rising to one side of the lip 
about r Jj in. (h* 2 ira in the ease of fair sized pipes. The process 
affords n simple. m(^a,ns of proe.uring a solid, thick, and smooth lip, 
and il, must nol, be raij)pos(rd that the leather p)er se is responsible fot 
the improved rctsidts obtaJned, Such treatment imparts an unrivalled 
fulliHts.s a,nd jaavading (piallly U) the tone, without necessarily rendering it 
liut(*y or dull The method is (ixeeptionally valuable as a means of 
inereafiing th<j ef/ie-ieney of old pipes, though, needless to add, it requires 
considerable eanj and discrimination in ap[)lication. Diapasons, Flutes, 
and a. ccirtain type of Quintatdn can be voiced to advantage with leathered 
lips. 'Flut autljor has heard evan old Geigen Principals rehabilitated by 
this’ treatnumt, when it has been desired to increase their body of tone. 
Sec*, also DfAPAHON (section 6) and Tibia. 

Licbesgeige—‘(Ger.) Liebe » love; Geige » Violin. See Viole 

i/Amour. 

I^teTblieh—(Ger.) « lovely. 

A prefix betokening softness and sweetness of tone. 

Boi?«i*cil 3 nL—Lieblich Bourdon (sk), 16 ft. 

A small-scaled, soft-toned Bourdon usually in the Swell organ. It is 
sometimes found on the Pedal organ, maybe borrowed from the Swell. 

I-‘'liaLt^-(Ger.) Lieblich Flote. 4ft 

An octave Lieblich Gedackt. 










98 


DICTIONARY OF ORGAN 5»TOP;^. 


tiielblidiL GcsdiBCslrCt—Jicblich (Utdarkt S(!c (iicrmicKT, 
Rohrfl6te, Cone Gedackt 8 ft ; also x 6 ft.; 4 ft.; rarely 2 ft 
For 16 ft and 4 ft varieties see laicuracai 



Lxeblich 
Gedeckt 
(metal), with 
wood 
stopper. 


Bordun and Liebuch Flote, ro.s|)e(;tiv<!ly. 
A 2 ft. instance, stopped to the toj) note 
occurs on the Choir organ at Ripon (Cathe¬ 
dral (Lewis, rebuilt by Hill). 

The Lieblich Gedeckt is of quieter, brighter and 
less thick tone than the Gedeckt or so-called Stopped 
Diapason. It was introduced into this country in 
Schulze’s 1851 Exhibition organ, and the beautiful, 
mellow quality of its tone caused a great sensation at 
the time. The stop was quickly raised to perfection 
by Willis and Lewis. At the present day it is used 
by all English builders, but in too many cases the 
pristine purity of its tone has disappeared, and a di.s- 
agreeable “commercial” standard of Lieblich has 
sprung into existence. The name is, in Englarul, 
sometimes applied to stops of nw/d, thougli it is now 
usually made of metal, with pierced wooden slo[)|)(;rs 
lined with cork (as introduced by Willis). In Gennany 
stopped metal pipe.s are still provided with the 
sliding “canister” tops illu.strated under “ Rolirfloie.” 
Metal Gedeckts are generally continued by wood 
basses. In the Hope-Jones organs, h(wevt;r, tlie 
Lieblich Gedeckt basses are almost invariably of 
metal. The subjoined are good scales for a Choir 
orpn Lieblich Gedeckt: C C, 3I in., cut up rjin-j 
Mid. C, t|- in., cut up ^in. Metal bass, stoppers jjierced 
in the treble: (Hope-Jones). C C, 4 in. x 3 in, cut 
up in. (Willis, and others). C C, 3 in. x z j in., 
cut up i|. in. (Lewis). C C, af in x 2 in., cut up 
if in. (Bishop). Most English builders use ba.sses 
measuring at C C 4 in. x 3 in., or 3^ in. x 2I in., 
for all purposes, whether the treble be a Gedeckt, 
Stop. Diapason, Lieblich Gedeckt or Rohrfldte. It is 
a vicious practice, but one very generally adopted. 



Lieblich 

Gedeckt 

(metnl), 

with 

pierced 

wood 

stopper. 


LIEBLICH GESCHALLT—(Ger.) Schallen = to echo. 8 ft In¬ 
vented by Mr. Hope-Jones. 


A very small scaled Echo Lieblich Gedeckt. C C ai- in • mid C 
Perth, (Hope-Jones). Kinnouf Church; 
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Litic(! 'r,iuin;i. (Liil,.) 1 “a kind of crooked Trumpet, uttering a shrill 
MHind, u oluiioM " (Adiutin). A Zink or Krumnihorn. 

LIcno (Hp.) ■ - Mixlnro. (Hp.) l-lcno seis renglones - Mixture VI ranks. 

Locatio An ancient tiame for Mixture. (Lat.) = a letting or lease. 
Locuhaiiii, however, a box or chest of drawers with a number 
of finmll disliru-t division.s. Perhaps some affinity is traceable, as 
the latUir word ajilly d(iseril)c.4 the soundboard arrangements of a 
Mixture slop. 'Phe tuune may, however, be related to (Lat.) loqui 
^ to 

Lute A atnn|j;(5fl instrument, Lute, was inserted as an organ stop by 
Schwarbrook, at St. Michael, Coventry (1733). 

M. 

-Great Bass. (Pedal) Open Diapason. (Ger.) 
Pr}n/.i|)aJf)asM. t6 ft, These names are also sometimes applied to 
p(!(lid sto|?s of 32 ft pilch. See Double Diapason. 

TIu! principal Pedal organ stop, commonly known as Open Diapason. 
It would seem scanuily ac<au’a,te to apply this name to a stop which so 
ftc’qUfaUly is what tlm Kev. Sir Frederick Ouseley termed, “a huge 
lonchsss Clarabi’lla,.'^ When the GG organs were converted to the CC 
comfiasfi, om* s<a of hug,<j scahal wooden “ l^edal Pipes” was expected to 
do duty alik(‘ lor louda,nd soft combinationa With the previous extended 
(^ompauf., manual stops had ea,ch possessed a bass on the manual itself, 
and tin* altiaation shoidd, therefore, have been attended by a corresponding 
IransfeKmce of such manual basses to the pedal Apparently, however, 
the (tsoUvric principles underlying the change were never really grasped, the 
ultimati? result being that the organ was deprived of its sympathetic basses. 
There is a slop of tlu; kiiul under notice at St, Barnabas’ Cathedral (R.C.), 
Nottingiiam ((Jray Davison), the CCC pipe measuring internally no less 
than 17 in. x 15 in. The matvellous progress the art of organ building 
in this rountry has, of recent years, made, has been accompanied by a 
tuici a|)f)r(s:iation of the function of the Pedal organ. The provision of a 
larger number of pedal stops, soft as well as loud, has been in no small 
measure due to tint efforts of Mr. Thomas Casson. English builders as a 
wltole, in conpiarison to the Germans, do not seem to excel in their 
treatment of pedal stops. The modern Major Bass is a stop to which 
links (*a.r(s and attention is devoted, and which consequently is, as a rule, 
disappointing in effecst, being windy in the bass and unduly hard in the 
treble. In organs of moderate size a somewhat stringy Major Bass or a 
Violon will probably be found more useful and effective than the heavier 
type of tone sometimes affected. Irregularity of tone in a Major Bass is 


lOO 


DICTtONARY OF ORGAN STOPS. 


frequently due to acou.stical influences. It may often be remedied by 
causing the pipes to speak against a reflecting surface. 

IMEaijoi* Flute— 8 ft.; i6 ft. 

A powerful combinational 8 ft. Flute, usually found on the (Jnat, Solo, 
or Pedal organs. The name is sometimes applied to the Tibia Plena, and 
occasionally to an open Flute Double. 

[Megalopente —lof ft. tone. 

IMegalophone —32 ft. tone. (Gr.) ^eyac •« great; wfm «- five; 

= voice. 

Two stops bearing these names occur on the Pedal organ at the 
Coliseum, Boston, U.S.A. (Wilcox & Co.). They are fancy uames for a 
Quint and 32 ft. Acoustic Bass effect, respectively. 

MELODIA—8 ft.; also i6 ft.; 4 ft. 

A stop employed in America, corresponding either to our WaldflSte or 
Hohlflote. In tone it frequently resembles the WaldflOte, as made so 
excellently by Messrs. Walker. 

Melodlic— Melodic Flute, Melodic Diaimson, Melodic Viol. 

A prefix signifying that the stop so described speaks on a “ Melody 
Attachment.” The latter is a device, the operation of wliieb silences all 
the notes of the chord played on the particular manual or stop to whicli it 
is attached, with the exception of the treble one. In its inversion it may 
be employed to silence all except the bass note of a stop or slo|).s, and 
thus render possible pedal bass effects from a manual. 'Phe imdody 
attachment, as applied to the harmonium, was invented by Dawes, and 
patented by him under the name of Soprano Coupler in 186.1,. 'Fhe 
reverse effect, the double bass coupler, was patented l)y Dawes iV Ramsden 
in 1868. Similar contrivances were applied to the harmonium by Howard, 
and Mason & Hamlin. The Melodic Coupler was first adapted to the 
organ by Mr. Thomas Casson, whose “Positive” organs (of the larger 
pattern) normally possess a double bass stop acting from the lowest note 
struck, and also a melodic stop reinforcing the treble note. Devices of 
this kind, which have since been largely employed by other builders, are 
not merely valuable in small organs, but also serve to augment the 
resources of instruments of greater size. Attached to the Solo organ, a 
melodic coupler admits of many novel effects, particularly in music of the 
“leit-motif” type, virtually endowing the performer with a third hand. 
Thus a Tuba may be coupled melodically to another manual, both hands 
being employed on the latter in accompaniment. It would be similarly 
useful m such a piece as Guilmant’s “ Hymn of the Seraphs,” in which 
the melody is taken by the right foot on the Pedal organ. Attached to 
large instruments it may be seen at: London Organ School; Cathcart 
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House, South Kensington, W. (Positive Organ Co.); St Paul, Ais-la- 
Caapelle (Aachen), (Stahlhuth). Mr. R. S. Rutt, of Leyton, has also 
patented an ingenious ‘‘ part-singing ” soundboard, by means of which it is 
possible to isolate or combine together any of the individual parts of four- 
part harmony on the given stop or manual to which it is applied. A 
somewhat similar contrivance has also been designed by Mr. Cassoa. 
The Double Touch is another device, admitting of the accentuation of 
isolated notes. 

Melophone —(Gr.) fiiXog = song; (pwvri = voice. S ft. 

(i) A string-toned stop of very delicate intonation. Bridlington Priory 
Church (Anneessens, of Belgium). (2) A speciality of the Kimball Organ 
Co., consisting of a metal cylindrical Sue pipe, of Violin Diapason scale, 
speaking two qualities of unison pitch at one and the same time, viz.. 
String and “ Open Wood.” In other words a string-toned Flute. 
Washington Temple, U.S. A. (Kimball Co ). See also Vox Humana, 16 ft 

Menschenstimme —(Ger.) Mensch = man (La.t. Meim); Stimme 
= voice. See Vox Humana. » 

IVIerula— (Lat.) = blackbird. See Avicinium. 

IVIessing-Regal —See Regal. 

METALLIC, STOPPED—Also-Metallic Flute. 8 ft; also 4 ft 
The organ built by Schulze for the 1851 Exhibition was remarkable for 
the exquisite quality of its Gedeckt stops. It is traditionally reported that 
the pipes of this instrument were not open to public examination. Bisfao|\ 
the celebrated organ builder, was so impressed with the tone of these 
Gedeckts that he endeavoured, after careful listening, to imi^te it By 
dint of much experimenting he succeeded to his satisfaction in doing so. 
He employed wooden pipes of the ordinary rectangular shape outside, bat, 
above middle C, internally of cylindrical form. When, sometime later, 
Messrs. Bishop had Schulze’s organ through their hands, it was found that 
the Stopped Metallic was really a very faithful representation of the 
original Gedeckt tone. Shortly after Bishop’s attempt, Schulze enlarged 
the organ at the Temple Church, London, and in the most liberal manner 
he permitted other builders to examine his pipes. It was then discovered 
that his Lieblich Gedeckt, the nearest equivalent to which had hitherto 
in England been made of wood, was of metal. As it was then found 
easier to employ metal pipes, the use of the Stopped Metallic was dis¬ 
continued. The Metallic Flute was a stop, generally of open pip^ voiced 
on similar lines. Bishop’s German Flute, though made in a variety of 
ways, was sometimes (e.g., St. Mary, Nottingham) of cylindrical bore 
inside, like the metallic Flute. The German Flute was not always truly 
cylindrical in form. It was sometimes made of two pieces of wood. 
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grooved out, and then jointed up. The nioulh was inverted, and the (!ap 
fixed slantwise. See also Flauto 'rRAVicRSo. The author witll nuncinber.s 
a Stopped Metallic of beautifully mellow tone at brigiiton (Bisliop). 

Other examples were inserted at bronipton Oratory, IJonibay (Cathedral, 
etc. (Bishop). 

Mi nerici — 2^ ft. Merseburg Cathedral. An octave Quint. 

Mittelgedackt— (Ger.) Mittel = middle. 8 ft. 

A Gedeckt of medium power. 

M:ix:t«L**©-(Lat.) Miscere « to mix. 

Mixture stops are sometimes known by the generic name of Compound 
Stops, because they are compounded of two or more ranks of pipt.\s, of 
disparate pitch. In the earlier stages of the evolution of the organ, as the 
instrument increased in magnitude and importance, it became customary 
to unite with the Diapasons, under the control of each individual key, 
several subsidiary pipes sounding octaves and fifths, and later thirds, to 
them. It was felt, no doubt, that the rather bare effect resulting from the 
mere duplication of octaves could, in some measure, l,)e [lalliated or 
modified, the tone rendered of a more homogeneous character, by the 
introduction of fifth-sounding pipes. There is absolutely no n^asou to 
suppose that our forefathers were ignorant of the existence of llic harmonic 
system, although Helmholtz was the first to evolve the s(‘ientific th(R)ry of 
the influence of overtones on tone quality. Hence the introduction of 
Mutation pipes may reasonably be regarded as a practical recognition (?f 
the laws of Nature, and not as mere empiricism. When, by the resf)eclive 
inventions of Timotheus and Agricola, facilities were afforded lor the 
control of separate ranks of pipes by means of stop ^-sliders, the princijial 
sets of pipes were isolated, but the subsidiary ranks were lumped together 
on one slider, being considered, it would appear, as unworthy, or outside 
the necessity, of separation. In this wise originated the use of compound 
stops. 

But presently the Mixture became subjected to a curiously artificial 
usage. There is some indirect evidence to show that in the period pre¬ 
ceding the religious cataclysm, commonly known as the Continental 
“Reformation,” the organ was not used to accompany the voices of the 
congregation. It was sometimes used to accompany the choir, but more 
often to take the place of singing altogether. It seems that it was 
customary for the verses of the Psalms to be taken alternately by the choir 
and the organ, and in the XVth and XVIth Centuries there is constant 

♦It is curious how the negative aspect of the process still survives in the name. The 
stop-slider is a mechanical device for stopping the ingress of wind to the pipes. The 
function of the stop handle was thus originally regarded as that ot silencing a rank ol 
pipes, not, as now, of serving to bring it into operation. 


DICTIONARY OF ORGAN STOPS. 


103 


t(tstiii>ony to the fact: iluat, instead of being sung, the Mass music was 
fre(iitently vicariously performed on the organ. Whilst the situation was 
such, it was not embarrassed by the need of large organs. But the 
introduction of metrical hymns entirely reversed the state of affairs. 
There has been some difference of opinion as to whether the organ at 
first accompanied throughout the chorale or merely performed interludes 
btjlween the verses, the tradition of which still survives in the customary 
pause (o^) marks. But, in any case, the use of the organ for the ac¬ 
companiment of congregational singing may be said to date from the time 
of the Lutheran chorale. It was soon found that for the support of such 
large bodies of lusty and untrained singers, inspired, as they were, by their 
devotional instincts, the existing organs were totally inadequate. The 
natural remedy would have been to augment the foundation, or sustaining, 
tone of the organ. But, unhappily, the adoption of this policy was not 
possible. Any perceptible addition of large-scaled foundation work was 
rendered impossible owing to the increase in size of the pallets, and hence 
in the weight of the touch, necessitated thereby. In this exigency it was 
empirically discovered that the addition of a very few ranks of Mixture 
work was suHicient to cause the organ to overpower large bodies of singers. 
11 ns result is due, of course, to the acuteness of pitch of the Mixture 
work, for, as Dr. Hopkins has pointed out, the largest pedal Open 
Diapason will not drown the most delicate boy\s voice, although one 
Mixlurit stoi) may do so. 

Thus di<l nuirci rmschanical limitations contrive to divert the true 
course of tonal development. B'or, the pattern once defined, a vast 
Hufierstructure was reared on a very slender foundation. I'he tendency to 
exaggerate the upper work of the organ reached a climax in the in¬ 
strument built by Gabler, in 1750, for the Monastic Church at Weingarten, 
near Ravensburg, This organ comprised no less than ninety-five ranks 
of Mixture, including two stops of twenty-one and twenty ranks, respect¬ 
ively. ^ Towards the close of the XVIIIth Century, the Abt t Vogler 
(i749-«i8i 4) came forward with his ‘‘Simplification System,” one feature 
of which consisted in the abolition of excessive Mixture work.| The 
worthy Abb6, who was a capable theorist and a gifted player, and 
possessed of an eccentric, and therefore attractive, personality, secured 


* In our own country there is a XIV rank Mixture, still extant, in the organ at 
Edinburgh University. 

t Inamortalked by Browning. Abt (Fr. Ahhi) is a* term used to denote, amongst 
other connotations, a cleric without a charge or cure of souls. 

X The other features of this system of organ building were (i) the substitution of 
Acoustic basses for 32 ft. stops; (2) the semitonal plantation of pipes; (3) the introduction 
of free reed stops, exploited by Vogler in conjunction with a St. Petersburg builder named 
Kratzenstein (see Free Reed). 
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many followers, who preached a crusade against Mixture worL The 
success of the movement can well be measured by the amount, of 
apologetic literature it called forth, and by the fact that it stirred the 
theorists up to ponder for themselves what really was the function of the 
Mixture. Setting aside the somewhat abortive attempts at liglitening the 
touch of organs by the employment of “split pallets (which affected the 
tonal development of the organ in no appreciable manner), it may be said 
that it was not until the introduction of pneumatic actions that the decline 
of Mixtures became at all widespread. Even then the movement was 
virtually confined to English organ building. And the announcement by 
Mr. Hope-Jones, at the beginning of the last decade of the past century, 
of his complete discardment of all Mixture and mutation work, may fairly 
be stated to have marked a distinct epoch in the history of the controversy.* 
The adoption of the pneumatic action and mechanical blowing at once 
opened up the path for the development of large-scaled foundation work 
and heavy-pressure reed work. The modern builder meets the require¬ 
ments of large bodies of singers, not by a fierce din of Mixture work, but 
by a massive volume of good sustaining foundation tone, contributed alike 
by Diapasons and reeds. In moderate sized organs, tlu.* most modern 
school of tonal design finds it possible—nay, even preferable—to dispense 
with even the Twelfth and Fifteenth, in favour of a soft Double reed on 
the Swell. And certainly the modern Diapason is well able to maintain 
the essential supremacy of the Great organ. 

The situation, it so happens, is rather embarrassed by the fact that 
Mixtures do not blend well with modern foundation work. This is not 
due to “absurd wind-pressures'’ or any other of the familiar Mks mires of 
the school of old-fogeydom, which clings tenaciously to the Georgian era 
of organ building. It is simply due to the fact that if a respectable 
foundation be added to an organ which is all “top,” the “middle” will be 
found wanting, and its absence will cause a horrid lacuna, or gap, in the 
tonal structure, analogous to that in the familiar “piccolo and big drum” 
effect The sole way to make powerful Mixtures “ blend ” in the organ is 
to substitute for Diapasons something which, for want of more appropriate 

^ * My reasons for making this seemingly rather controvertible statement have to do 
with the work of developing the foundation work of the organ, which Mr. Hope-Jones 
made peculiarly his own. Personally, I do not favour the total abolition of Mixture 
work, save in small organs. With regard to Mr. Hope-Jones’ work, let me here, in 
order to meet any possible misunderstanding, seize the opportunity of defining my 
attitude—quite in an impersonal spirit. Briefly, there is a great deal which is simply 
magnificent; there is also that which I cannot but regard as rather exaggerated and 
overdone. The Hope-Jones organ may often have strayed far from the razor-path of 
perfection. But I set Mr. Hope Jones’ tonal ideals far above even his work. I consider 
them truly epoch-making ” (as the Germans forcibly put it), the true complement to the 
work of “Father” Henry Willis.—J. I. W. 
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words, may be describcnl as a hylirid between a Diapason and a Gamba. 
Diapa,sous are soineiiines slotted in order to cause them to unite better, 
so it is elainual, with the **upper work” of the organ. Truly a most 
edicacious jirooess, for thti simple reason that this slotting removes much 
of the obstreiierouH foundation tone! The Georgian school, which 
favours tlu; shrieking apparatus,” Dulciana-toned Diapasons, and gim- 
crack reeds smacking of the merry-go-rounds, may well be left to the 
digestion of its own disordered fancy. It may truly be said that the 
watchword of the most advanced organ building—as of voice-production— 
is purity of tone^ and one of the chief reasons for the disappearance of 
powerful Mixture stops is the fact that the presence of such pipes, each 
with its own attendant series of harmonics, is inimical to the due realiz¬ 
ation of this ideal The modern plan is to build up as much of the 
necessary brilliancy of the organ as possible from within the foundation. 
There is absolutely no necessity for the Mixture in small organs.* Quite 
sufficient brightness of tone, without undesirable prominence, is con¬ 
tributed by the keen string tone and octave couplers on the Swell. And 
as the size of the instrument increases, the greater part of the brilliancy- 
can be built up internally by secondary Diapasons, Quintatons and high- 
pressuni reeds as well. In large organs the Mixture serves a two-fold 
puri)ose. Its function is to furnish harmonics supplementary to the 
ground tone, to corroborate the natural harmonics in this capacity, and 
also to serve as a ‘G/////^Ar-crcator.” ‘‘Even the orchestra, according to* 
I)ien(!l, cannot (piile do without artificial harmonics, considering that the 
strengthening by unisons and octaves is nothing more nor less than the 
skilful utilization of harmonics or partials, such as the 4 ft. and 2 ft. stops 
of the organ produce.” t The tmhre<m^\:mg office of the Mixture is 
based on the same motive which prompts the voicing of the Principal 4 ft. 
louder than would be demanded were the stop merely an artificial 
harmonic. But there is no justification in this for powerful dominating 
Mixtures. The Principal may justly be said to extend the Diapason tone- 
in the same manner as a vibrating bell extends its tone when struck more- 
forcibly. But higher than the Principal the analogy scarcely seems to hold, 
so good; the tone of the Great organ up to the Fifteenth is not so homo¬ 
geneous as that of a bell; the Fifteenth does not extend the Principal 
in the same manner and to the same degree, as does the Principal, the- 
Diapason. 

One of the greatest mistakes of all, in English organ building, has- 
been the whittling down of the Mixture to a mere “ three-rank shrieking. 

* Not, of course, that there can be any possible objection to an artistically-treated 
Mixture in a small organ, save in so far as it replaces stops of greater general utility.. 
See “ Tonal Design in Modern Organ Building,” pp^ 6-13. 

t Locher. Organ Stops, p. 38. 
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apparatus.”* Had the liberal composition been preserved concurrently 
with a decided reduction in power, the result would have been far less 
disagreeable. As matters stand, the very bareness of the routine Ill-rank 
stop serves but to emphasize its assertiveness. In any organ, a V or VI 
rank Dulciana Mixture, artistically treated, would be far less assertive than 
the conventional Ill-rank stop. If the Mixture is to be retained at all, let 
it boast some character, let it serve adequately its twofold office. Most 
certainly, unless it can be made better than it usually is, let it be sup¬ 
pressed altogether and placed together with the Cymbalstern, Cuckoo, etc., 
on the retired list. 

English builders generally have discarded the Tierce rank as in¬ 
compatible with the intervals of equal temperament.f It is true that the 
system of equal temperament demands some subdual of the power of 
Mixtures, but, regarded in the light of artificial harmonics, there is no 
argument which can be levelled against Mixtures which cannot likewise be 
brought to bear against natural harmonics. But it is not Nature which is 
in the wrong, it is our arbitrary system of dividing the octave into twelve 
notes. One American pamphleteer sets out with great display to vanquish 
the Mixture by tabulating the gruesome discords produced when a given 
chord is sounded. 


Chord ot the 
Ninth, 


Mixture cones. 


Thus: 




m 

tJ 




Result:^ | 

When to this is added the conflict between the perfect thirds and 
fifths of the compound stops, and the intervals of equal temperament 
with its sharp thirds and fiat fifths, the resultant cacophony appears, om 
fictper, simply appalling ! But the whole argument is a specious reductio 



■^Whatever may be one’s opinion of the famous old Continental organs—such, for 
•instance, as Silbermann’s Dresden instruments—one thing can always be urged in their 
favour, and that is the magnificent blaze of tone. Of course, this result can only be 
obtained at the sacrifice of what we hold more precious—massive Diapason tone—and 
such Mixture work cannot be endured for any protracted period of time. But it is 
altogether preferable to the bare English work, neither tolerable nor imposing. 

t Mixture ranks are tuned to pure intervals. A Tierce, for instance, sounds a pure 
seventeenth above the Diapason. Whereas, on the keyboard, the interval of a seven¬ 
teenth IS h.1 from pure, owing to the system of tuning according to equal temperament. 
The fact, that the discord is more noticeable in the case of thirds than of fifths, accounts 
■for the special antipathy displayed towards the Tierce. 
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ad absiirdumn Precisely the same discordant sounds^ as are indicated above^ 
are yynerated by the harmonics of the chord themselves. But such har¬ 
monics, a.n(l the ariificial harmonics of good Mixtures, are altogether sub- 
fi(*( vitsnt to t,h(5 j)revailing notes of the chord. And as regards the equal 
t(‘m,i>cnuncnt dihiculty, there is the same clashing of harmonics whenever a 
minor Triad is sounded.'^’ On this score, no objection can validly be urged 
against duly subordinated Mixture tones which does not in some measure, 
hit at the whole basis of our musical system. Similarly, it is precisely in 
so fa,r as eorn[)ound stops are intended to corroborate natural harmonics 
tliat they are able to withstand the theoretical academic charges of 
sedulously giving rise to consecutive fifths. 

At the period when compound stops were at their zenith, there were 
various uauu;s given to them, each strictly indicating a certain definite 
disf)osition of ranks. Such names were: Sharp Mixture, Acuta, Furniture, 
('ymbal ; Quint Mixture, Plein Jeu, Full Mixture; Sesquialtera; Grave 
M!ixi,ure, (^uartc, Quarie de Nazard, Rauschquinte, Rauschpfeife; Tertian, 
Sexte ; (J!orn,et, Moimted (>)rnet, etc. It would serve no useful purpose 
to a,pi)(tnd the constitution of all these in detail, suffice to say, that those 
between the several semi-colons are, more or less, cognate, and that the 
more important are described in this work under their own title. 

In treating fulldoned M!ixtures the secret of success lies in keeping the 
(>ciave ranks bright, and the quint ranks dull and free from their own 
harmonics. Mr. (k)mi)ton, of Nottingham, has voiced some remarkable 
Mixture stoi)s, <auploying rather largescaled pipes furnished with mouths 
of singularly small widtli. In this manner he has secured a tone of full 
([uality, free from loo am[)le iiarmoriic development, yet subdued in power. 
It is ot)vious that Mixture pipes would be too small to be continued 
with efficiency right through the compass. “Breaks,” or returns, to a 
)ow(*r |)ilch, are, therefore, introduced at such positions in the compass 
ai; shall render the change least perceptible. The abruptness of the 
break in the ordinary Mixture is far from pleasant. Preferably, each 
rank should break back on a different note. Mr. Compton has 
consistently designed his breaks in this manner, and Mr. Casson has 
worked on the same plan at the London Organ School, and elsewhere. 
I'he power of the different ranks, as they progress through the gamut, 
requires, also, careful regulation. If a low pedal note be depressed, with 
the Great or Swell organ up to Mixtures coupled, the balance is not 
usually pleasant, generally for the reason that the lowest pipes of the 
Twelfth are too obstreperous. Albeit this test is a severe one, and it 

^ The “ Tierce de Ficardie'* is an attempt to escape one of the most serious of these 
dissonances. It is open to question whether the abrupt change of tonality is not a far 
worse evil. The final tonic minor Triad has an ineffable potency and transcendentalism 

of tone, 
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would seem scarcely possible to satisfy it, since Mixtures are indisi)utal)ly 
more fitted to the full-chord style of i)laying, and are best pushed in when 
giving,out single notes in the bass portion of the compass. One of the most 
satisfactory Mixtures the author ever heard was in a small organ by Weigle, 
in the Y.M.C A. Hall at Stuttgart It was a string-toned Mixture. Viol 
Mixtures are most certainly not practicable, they are too lia[)le to be 
disturbed by the accumulation of dust; but Geigen Mixtures can be made 
with eminently satisfactory results. 

Briefly, then, the Mixture of the future requires to be bold in its initial 
scheme, but subdued in power. It requires to be artistically toned 
throughout the compass, and not left to “run amok,’’ as are most modern 
specimens. If it is to be inserted at all, it is worth some care. Far from 
being a work of art, it is now a mere commercial adjunct. And—strange 
that it should be necessary to say so—when once made it requires to be 
tuned. The majority of Mixtures are not even properly tuned much less 
regulated, from one year's end to the other. From the action of some 
builders, who plant a Mixture between two 8 ft stops in the middle of a 
Swell soundboard, it might even be inferred that Mixtures were auto¬ 
matically self-tuning. 

Subjoined are various schemes for compound stops. For the sake of 
convenience the breaks of all the ranks are given on identical notes. 
Little ingenuity will be required so to dispose the ranks as to break on 
different notes :— 

(1) Small Organ —Swell Mixture. (^) Grave Mixture, rath and 15th 
throughout. 

(2) Small Organ —Swell Mixture. Pre-supposing an independent 15th. 
CC to F|, 43 notes: 12, 17, 22. 12th moderate, 22nd bright, 17th very 
quiet G to top: 8, 12, 15. 

(3) Scheme for full complement of Mixtures on a large organ. Great, 
Pre-supposing an independent 12th and isth. {a) First Mixture, CC to 
F#, 43 notes: 15, 17, 19, i2 21, 22. G to top: i,* 8, 8, 12, 15. (/;) Second 
Mixture. CC to top: 5, 10, 12, 15. 12th and 15th to predominate. 

Swell Mixture. Pre-supposing 4 ft. stop, and Piccolo, {a) First 
Mixture. CC to B, 48 notes: 12, 15, 19, 22. C to top: i, 8, 12, 15. 
All fairly powerful, (b) Second Mixture. CC to F|, 43 notes: 5, 10, 
X7, i22i, 22. G to top: i, 5, 8, 10, 15. 

The above Mixtures are designed on the principle that no Mixture should 
break in the first three-and-a-half octaves, /.<?., below— 
and consequently the ranks which cannot be con¬ 
tinued up so far ought not to be introduced in the 
bass. The Twenty-second is thus fixed as the highest rank in the bass. 



I represents unison, 8 octave. 
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AnolJier maxim lusrc (ollowcd (Swell Mixture, a) is that the Quint is not 
to be iiilrodiiecd in tlio upper portion of the compass unless used through¬ 
out. 1 he; same a|iplie.s to other odd-numbered partials of the 16 ft. tone, 
kcaders will notice that the 'I'leree and Flat Septime (^.».) are incorpor- 
aUxl in thest; scherne.s. Scheme No. 4 is planned on altogether different 
line.s. It represents the Mixture schemes used by Messrs. Norman & 
Beard, the celebrated Norwich firm, at Westminster Roman Catholic 
Cathedral, London (Temporary Sanctuary Organ). 

(4) Creal organ. CC to F#, 19 notes: 15, 19, 22. Fid. G to C, 
i.S notes: 8, 12, 15. C to top: i, 8, 15. 

Swell Organ. CC to F#: 15, 19, 22, 26, 29. Fid. G to C: 8, 12, 
15, tp, 22. C to top: I, 5, 8, 12, 15. 

I he next scheme. No. 5) is that of the Great Organ Mixture at the 
London Organ School, Princes Street, W. (Positive Organ Co.). It was 
designed by Mr. Thomas Casson and his colleague Mr. Raeburn Andrew, 
M.A. 'I’bere is a .separate Twelfth and Fifteenth, the soundboard is also 
carried up for an extra octave to accommodate the octave coupler. The 
-4 refers to a rank which actually runs a fourth below the unison. It is 
a twelfth to the manual 32 ft. tone (Dolce, 32 ft.) 

With Octave Coupler Drawn. 
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MONTRE- 

■16 ft 

8 ft 

(Fr.) Montre « 

show, shop window. 



A French name for Diapason, originating with the fact that the stop 
frequently formed the show-front” of the organ. 


Mounted Comet—See Cornet. 

Mundflote —(Ger.) Mund « mouth. 2 ft. Equivalent to Flaut-^-Becq. 
Kdnigsberg Cathedral 
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MUSETTE—8 ft; sometimes i6 ft; 4 ft* 

The Musette is a development of the ancient Chalnmeau, and 
was originally said to be imitative of the Bagpipes. Though not 
uncommon in France, the stop is rarely to be met^ withMn this 
country. Its tone is thin and piquant, somewhat similar in the 
treble to that of the Cor Anglais. The. pipes of the Musette vary 
in shape. Generally they resemble those of the Orchestral Oboe 
or the Vox Humana, It is made either as a free or a beating 
reed. There is a good specimen of the latter type at Rugby 
School Speech Room (Bryceson). The figure represents a form 
of Musette invented by Mr. John H. Compton, of Nottingham. 
The pipe is capped at top, but at about one-third of the length 
of the pipe, measured from the top, is pierced a small round 
hole. The upper portion of the pipe, acting as a resonating 
chamber, imparts a very quaint and “ pastoral effect to the tone. 
The tubes, which are approximately half-length (see Reed), and 
made of pure tin, are of very narrow scale, and the tone, conse¬ 
quently, is very thin and delicate. 

Musicirgedackt—(Ger.) Musiciren - to make music. 8 ft 
A soft accompanimental Gedeckt found in ancient German 
organs. 


IMIutsiition Stop* 

The term Mutation comprises those stops, the pipes of which 
I sound at a pitch other than that of unison or one of its octaves. 
Ill Such stops are: Quint, Twelfth, Tierce, Larigot, Blat Septime, 

™ Twenty-sixth, etc. In practice the name Mutation work is applied 

Musette, also to Mixtures, although the latter may contain such ‘*found- 
(Compton). ation’’ ranks as Principal, Fifteenth, Twenty-second. See 
Foundation Stops. 


BflCutod Yiol— See Viole Sourdine, 


N. 

NACHTHORN— (Ger.) — Night Horn. See Cor de Nuit. 

NASAT—Nasad, Nasard, Nasaz, Nassat, Nassatt, Hazard, Nazardo. 
The Twelfth. Sometimes synonymous with Rauschquint 
The name is derived from either (i), (Ger.) Nase « nose. From the 
bare nasal sound supposedly produced by the sounding of fifths. Or, ( 2 )^ 
(Ger.) Nachsetzen = to place behind. In the ancient primitive organs 
the Prestant (Lat., Prsestare = to stand before) composed the first row of 
pipes, the Mixture, sometimes called Nachsatz, standing behind. It is 
thought that a relic of this survives in the name Nasat 
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<lboe. 


Nason— Nasonflote. 4 ft, occasionally 8 ft 

I he name, Nason, was applied by the old English builders 
to a 4 ft Stopped Diapason, savouring strongly of the Quint- 
atdn. Hence, possibly, the name (see derivation (i) of Nasat). 

Ihe Quint The title occurs in ancient specifications. 

Noli me tangere— (Lat) -Do not touch. See 

Fuchsschwanz. 

o. 

Ol»0«—Hautboy. (Fr.) Hautbois. (Ger.) 

Hoboe. (Fr.) Haut — high; Bois - wood; 
a wooden instrument with a high-pitched 
tone. 8 ft; Contra Oboe, 16 ft; Oboe, 

4 ft., sometimes known as Oboe Clarion, 
rarely found. 

The Oboe stop is named after the orchestral 
instrument The form and characteristics of the 
latter are sufficiently well known to render super- 
Huous any description of it here. It was a develop¬ 
ment of the ancient Chalumeau. In Germany the 
Oboe was formerly frequently made as a free reed; 
it is now usually of the beating variety. The 
English type of Oboe is almost entirely unknown 
on the Continent, the stop now found there 
(especially those made by Messrs. Walcker) usually 
corresponding to our Orchestral Oboe. The 
English Oboe is a beating reed, with pipes of 
small scale, shaped as an inverted cone, and sur¬ 
mounted by a bell The pipes were formerly open 
at the top, but are now usually provided with a 
metal lid for purposes of regulation and the ex¬ 
clusion of dirt. Occasionally they are entirely ^ 
capped (<?.^., usually by Walker, and sometimes by 
Norman & Beard and Compton). A capped Oboe showing 
is shown in the accompanying figure. There is also ,-e*^kdng 
illustrated an ingenious regulating device frequently device, 
used in Germany. Behind the usual vents are 
shown another set, which are pierced in a strip of metal 
attached to the cap. The size of the outlets can thus be 
regulated to a nicety by turning the cap. The Oboe is often 
continued by a bass of Bassoon pipes, unprovided with bells. 
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The Oboe emits a quiet tone of a slrangdy wailiiif' characKir, nsseniJilinf; 
that of a high-pitched nasal voice. In th<i tenor octave it yieldfi a peculiarly 

muffled tone. Regarding, at the pre-Hcmt time;, tin- work of the 
most representative English firms, it would appear that the old- 
fashioned Oboe tone is again e.oming into vogues, something mon; 
powerful but less plaintive having in the meantime largely been 
substituted. It is not difficult to disttern a direct causal 
nexus between this and the wonderful advaiK’.c in tlie 
direction of smooth reed voicing witnessed during the 
past ten years. The Oboe is, perhaps, the easiest reed 
of all to voice. Some care is, nevtuthelitss, required, if 
the bass is to be kept smooth and free from rattle. I he 
Swell Oboe was formerly the first reed to he inserted in 
the organ, probably on account of its dual function a.s com¬ 
binational and solo stop. So ffir as combinational iisage 
is concerned, the modern keen String (lamba, however, 
proves a satisfactory substitute for this stop. And for 
solo purposes, Oboe tone may iTten satishurtorily be 
built up by some such combination as Viol and Mute. 

It is now generally agreed, amongst those wlio keep in 
touch with the development of tonal design, that a fuller- 




toned reed is altogether more serviceable. As the first 
reed of the organ, therefore, in modern organ designing; 
the Cornopean is usually selected in preference to the 
Oboe (see also OBOFrHoRN). 

The Orchestral Oboe is often made like an 
ordinary Oboe, but of very much more slender scale^ 

The tongues, of course, are treated specially. But 
another form, which has found favour with indolent 
builders, consists of an ordinary small-scaled Oboe pipe, 
with a slot cut under the bell to thin or dilute the tone. 

The Orchestral Oboe was really invented by Mr. George 
Willis, a brother of the late Mr. Henry Willis, and the 
founder of the “Willis” system of reed-voicing. The 
Willis pattern is made of inverted conical pipes, capped 
at the top. They are slotted, and are usually pierced 
with a hole opposite to the slot. Sometimes the pipes 
were made with four slots. The stop is usually placed 
on a heavy-wind pressure, and the bore is small. The tone is 
very piquant. This pattern of pipe is used by several builders. 
Willis, Walker, and other firms have also employed open conical 
pipes without bells. There is a good example at St. Werburgh, 
Derby (Walker, rebuilt bv Inp^ramb Yet another type of 
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<)rfh<%slral Olxx; was invented by Mi. Hope-Jones. It is very piquant in 
Unu: ,'uul posjicMHcs less body even than the Willis variety. The pipes are 
ol tlu! most (linnimlive scale, widening as they ascend, and of true length. 
'.rh(?y a,re somelimta; sunnoiinted by bells, and are usually made of tin. 
ddu‘ tongiu^s are very narrow, but tliicL Burton Parish Church (Norman 
Bttard, and Hofie-Jones); Battersea Polytechnic (Beale & Thynne, 
voiced by Whiteley), There is no doubt that thick tongues are essential to 
best results, lJnd(T such conditions only is it possible to get a tone 
|)i(jua,nt, raXher than thin and characterless. Increased wind pressure is, of 
conrs(t, necessitated, but the subdued power of the stop may be retained 
by the use of narrow shallots. 'Bhe Contra Oboe is a delightful stop, 
specially useful as a (piiet Swell double reed Some of Willis^ are so 
smooth as to suggest the combination of a flue pipe therewith, when 
hea.r<l in contrast to his fiery Cornopeans. In 4 ft. pitch the Oboe is 
'Occa,sic)nally (unjiloyed as an Echo Clarion. Except possibly under 
extnmu^ circumstances in a chamber organ, in such a capacity the stop is 
of no practical value. 

Oboe d’ Amore—Oboe d’ Amour. (Lat) Amor love. See Oboe, 
Eciun 

Oboe Echo-- —Oboe dAmore (y.zx). 

An ()l>o{^ of soft, subdued tone. The pipes are usually capped.^ 
Hcbid/,(‘''s ICchoOboc at Annley Church, Leeds, is a quiet wood flue stop, 
on 1 1 in. wind. Us tone is indistinguishable from that of a reed The 
v<dcJng pnisented such difflculty that Schulze vowed he would never make 
another. Whilst <leserving of all credit as an exemplification of the 
proverb Arhj est edare iirknt^ such feats of legerdemain are absolutely 
(l(;void of all practical value. The instrument, Oboe d'Amore, was an 
altf) Oboe It was much used by J. S. Bach, An example of this organ 
stof) occurs at Washington 'I’emple, U.S.A., (Kimball, Co.). 

Oboe-Flute—4 ft- 

A (Icjliixitc Elute invented by William Hill, of small scale and slightly 
stringy tone. An example existed at Worcester Cathedral. Obsolete. 

OBOE-PIORN—16 ft.; 8 ft 

Invented by Mr. Flope-Jones. The Oboe-Horn, as its name implies, 
may be described tonally as a cross between an Oboe and a Horn. In 
construction it is an Oboe of large scale, with weighted tongues. The 
ObooHorn was designed as a compromise suited to the conditions de¬ 
tailed under Oboe. Victoria Rooms, Clifton ; Sutton Coldfield; Llandaflf 
Cathedral. 

Obtusa— Obtusion (Lat) Obturare = to stop up; c.f. (Eng.) obtuse. 

A name for Gedeckt occurring in ancient specifications. 
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Ocarina— 4 ft 

An octave stop, named Ocarina, occurs on the Oroat organ at IJrid- 
lington Priory Church (Anneessens, of Gramonl, Ikjlgiinn), Mr. (Jcorge 
T. Patman, F.R.C.O., of Glasgow, and late organist oi that Cliurch, kindly 
informs the author that the stop is a metal (me of true length, re.s<.‘mhling' 
in tone a Harmonic Flute. There is an Ocarina of similar pitc h on the 
Positif of the organ at Seville Cathedral (Aquilino Amd/iia, 1903). 

Ootaa VO— Manual 4 ft. ; pedal 8 ft. An octave Diapason. 

The name ‘"Octave” is surely more rational in apj)lication than 
“Principal.’^ The latter term is, indeed, employed in Germany to 
designate the principal stops of the organ, the I )iapa.sons. Thcj Octave, of 
course, is of proportionately smaller scale, and voiced ratlier hrighua than 
the unison Diapason. A distinction is now usually drawrr helweem Octave 
and Principal, the former being loud and full-scaled, the latter more subdued 
and bright. The Octave is the connecting link between the foumhition 
stops and the higher-pitched stops of the organ. It should tluaefore he 
designed and voiced with very great care, it is to tiu; boldness of the 
Octave that much of the solidity and brilliancy of the work of tiu; late Mr. 
Henry Willis is due. As a pedal stop th,c Octave is now usually an 
extension of the Major Bass. 

Octave Clarion—2 ft. Obsolete. 

A reed of super-octave pitch is occasionally to be found in ancient 
organs. One such exists on the Pedal organ at Cologne Cathedral. 

0€3ta,v^ Coixplei? —(It.) Terzo Mano (« third hand). 
Sometimes “Octaves” (plural to distinguish it from the sounding 
stop, Octave). 

A Coupler controlling an arrangement whereby the octave keys to all 
those depressed on one manual or the pedal are brought into action. 
With pneumatic coupling the coupled keys do not fall as with mechanical 
Octave Couplers add vastly to the resources of an organ, particularly if 
the instrument be designed with a view to their inclusion as part of the 
aggregate tonal scheme. In Italy the Octave Coupler dates from a very 
early period. For a description of Octave Couplers functioning from one 
manual to another, see Coupler. 

OCTAVE DIAPASON—See Octave. 

Octave Hautboy— Hautboy Clarion. 4 ft See FIautboy. 

Octave Oboe— See above. 

OCTAVE QUINT—2I ft See Twelfth. 

Octavin—(Fr.) = Fifteenth. 2 ft 
Offenbass—(Ger.) = open Bass. See Major Bass. 
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OffanfldtO' ((icx) open Fhite. Virtually a Clarabella 

See Avicinio'm 

Of)c^n A term irKlicatiup; that the stop to which it is prefixed is composed 
of Open, not stopped, pipes. 

OI^^m Xilaii®ia**Olt—The prefix is unnecessary. See Diapason. 

(Gr.) 0./KC « serpent, ^eXor « key. Pedal, i6 ft. 
and 32 ft.; manual, id ft and S ft. 

A powcrfnl pedal reed Accurately, it should be more powerful and 
‘‘free/' in tone than the Trombone. On the Continent it is sometimes 
to he found a.s a large-scaled free reed. The original Tuba Mirabilis stop 
at Birrnin|.d‘^^’^* Town Hall (liill, 1S35) was named Ophicleide. The 
inslruincmt Ophiedeide was invented circa 1790. It was a development of 
tlu; Stjrpent (//.^a). 

0»?C5llt^»'fcl?Ct>l“'-«A term indicating that the stop to which it is pre¬ 
fixed is (le.sigruHl for imitative; rather than combinational use. See 
Cr.AiuNF/r, (joNOEKT Flute, Oboe, See also Vicle d’Orchestre. 

Orlo Ziulc 


p, 

Pandean Flute -See Fr.Atrro 01 Pan, 

Parforce""Bee Coene Fakfokce. 

Pastorita— Pastor » shepherd See Cor de Nuix. 

Passu na*—Bee Fosa'une. 

Paukeretigel-»"<-(Ger.) Pauke « drum; lingel « angel 

A meehanism found iu some ancient organs causing one or more 
ang<ds, situated in the ease, to beat drums. Usually controlled by a 
pedal Gnrrison Chure.h, Berlin (Joachim Wagner), 

Pedal Pipes—See Major Bass. 

Pente.(Gr.) ithn ^ five. Quint 

Petit—(Fr.) Petit « small i ft; sometimes 2 ft A Flageolet, at 

Ansprech. 

pfeife—(Ger.) « pipe. The word is sometimes used as a suffix synony¬ 
mously with P'ldte (<J4n, Hohlpfeife). 
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Philomela— (Lat) « nightingale. 

A large-scaled solo Doppelfldte or wood Stentorphon, something after 
the Tibia Plena style (see Jubalflote). Cincinnati Concert Hall, U.B.A. 
(Hook & Hastings). There is a musical instrument of the riaine nuidt; in 
various classical forms. It is akin to the Violin, but has wire strings. 

Phocinx * Krummhorn. 

(Gr.) « sound or voice; - sign, 

£<?., a sign of a sound. But possibly from xP€f//Aa « breath or 
spirit—voice of the spirit. If the latter meaning be that intended, 
the TT should not have been elided Invented by Mr. Hope-Jones, 
8 ft.; i6 ft 

The Phoneuma, roughly speaking, is a stopped pipe of Dulciana scale, 
speaking as a Quintatdn. It is, however, more stringy in character than 
the last-named stop. The Phoneuma, as found in Mr. Hope-Jones' 
organs, is purely a fancy stop, barely audible. It is useful occasionally for 
special effects, but it is in reality more of a curiosity in voicing than any¬ 
thing else. The lower octaves of the stop are usually bearded. In some 
examples, a peculiarity of the voicing is that the nicking cxletKls l)ut half 
way across the face of the languid. The mouth of the Phomiuina is 
narrow, being in some instances only J of the circumference of tint pipe. 
Occasionally two Phoneumas are caused to beat together as a Voix (lehtste 
(see Celestina). In fact, the Phoneuma was originally introduced as a 
stop arranged to beat with a Gedeckt, a circumstanee which accounts (or 
the stereotyped definition of the stop as something of the nature of the 
Voix Cdleste.” When voiced as a quiet and keen Quintaton, the stop 
might be most effectively employed as a timim creator, and even, [perhaps, 
as an accompaniment to a solo stop. St Mark, Brighton; St Michmd, 
Chester Square, W. (Hope-Jones); Burtori Parish Church (Norman ik 
Beard and Hope-Jones). In i6 ft pitch, Oakleigh Park C<mgrcgaii(jnal 
Church (Ingram, Hope-Jones & Co.); Orchestrelle Co., Regent Sinuu, W, 
(Austin Organ Co., of U.S.A.). In U.S.A.-—First Presbyterian Church, 
Montclair, N.J. (Austin Organ Co., Hope-Jones); St John's School, 
Manlius, N.Y. (Hope-Jones and Harrison). 

PHYSHARMONIKA— Phisharmonika, Seraphine, S ft; ft. 

Virtually a set of Harmonium (free) reeds incorporated in the organ 
The Physharmonika is usually unprovided with tubes and fed from a 
separate reservoir, the wind pressure of which is capable of being varied 
by means of a pedal at the console. The power of the Physharmonika is 
thus susceptible of variation without any concomitant alteration of pitch. 
The Physharmonika can be used expressively with excellent effect in a 
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n*. sonant: liuilrling ; it is likewise an exeellent timbre-cxtdXox when combined 
with ollu^r slops. Occasionally the stop is provided with short tubes, 
which, cHcsrcising as they <lo hut slij^dit influence on the pitch of the stop, 
do not interfere with its ex[)resHive facilities* Ulrn Munster, Munich 
(!onc<*rt Hall, Riga Cathedral, Boston Music Hall, St. Petersburg (all by 
Walcker); Winterthur; Stiftskirche and Jevvs^ Synagogue, Stuttgart The 
PhyshaTnionika, is also used by M, Puget, of Toulouse. 'I’he instrument 
of tint name was patented by Anton Haeckl at Vienna in 1821. It was 
one of the precursors of the modern Harmonium, though not expressive 
(see h'RER Rkko), Messrs, Norman & Beard occasionally apply a tubeless 
expressive,i free reed attachment to organs {e.g,^ Sutton Church, Surrey). 
Sec; KRRom ionic. A similar arrangement is prepared for the Pedal organ 
of th(; charming little chamber-organ built by Mr. Compton for Mr. A. 
Arniitage, West Hridgford, Nottingham. 

JPlcscsolo—2 ft. 

'Tlu; Piccolo is a super-octave stop of more liquid and flutey tone than 
the IdfUicnth, It is usually found on the Swell or Choir organ. The 
Piccolo is ht;Ht made of harmonic pipes, for, when so constructed, it is less 
aflccied l)y change of temperature and fluctuation of wind pressure, and 
tuR, so prone to derangement by dirt. The Harmonic Piccolo is also of 
fuller and purer tone than the true-length variety. 

See above. 

PIEHCED—Pierced Garnba, Pierced Salicional, etc. 

Pierc<;d is a pnjfix synonymous with “slotted.” A slot is an opening 
cut in the side of the pipe near the top. When of narrow diameter it has 
tin; (dlect of weakening the ground tone of large-scaled pipes, and of 
rendering them somewhat horny in character (see Diapason, Section 6). 
SmalPscalcd pipes are also affected by “slotting,” though not to the same 
extent. Clambas and Viols are generally slotted—as much for the purpose 
of faxalitaling tuning as for anything else. Sometimes the prefix, Pierced, 
refers to an arrangement similar to that described under Keraulophon. 
St. Asaph Cathedral (Hill). The word was also used by Lewis. For 
illustration, see Salicional, Geigen Principal, etc. When applied to 
stopped pipes, the prefix, Pierced, implies that a hole is bored through 
the stopper, in fact, that the pipes belong to the class known as Half- 
Stopped Pipes. 

PifFaro—See Fladxo Traverso, Bifara. 

Pileata—(I^at.) « wearing a hat, whence, per symcdoch, (Late Lat) 
— stopped 
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Pilgerchor —(Ger.) «« pilgrim choir. 

A Vox Humana effect found in some ancient German organs, intended 
to represent the distant singing of pilgrims* 

?LEm JEU— (Fr.) « Full Mixture. 

Plockfidte —A corruption of Blockfldte. 

POLYPHONE PIPES— See under Rohrflote. 

Pommer —Onomatopceic* See Bombarde, 

PORTUNAL —Borduoal, Bordunalfldte, Portunaldote. Bordunal is 
probably the more correct spelling, the name being derived from 
Bourdon. Albeit Portunal is the accepted presentation. 8 ft; 4 ft 
The Portunal is composed of open wooden pipes widening as they 
ascend. The tone is velvety and often accompanied by a modicum of 
string tone, as is the case with so many of the German varieties of Flute. 
The bass of the Querflote was sometimes formed of Portunal pipes. 

* —(Ger.) « Trumpet Manual, 8 ft; pedal, 16 ft 

Contra-Posaune: Manual, 16 ft; pedal, 32 ft 
On the Pedal organ the Posauoe is equivalent to a smooili powtjrlul 
Trombone {sub q.v,). The manual Posaiine is a large-.Sf'aled 'iVuinpet oi 
powerful and rather blaring tone. Whilst more powerful than the Trunqxjq 
it possesses none of the smooth Tuba quality of the Troml^a. 

PR.^STANT--^See Prestant. 

Pressior —(Lat) Pressorius « pressed or closed. An ancient name for 

Gedackt 

PRESTANT—Prasstant (Lat.) Praestare — to stand before. 

Originally in Germany and France the word Praestant was employed 
to designate those pipes standing in the case (see Montre and Nasat). 
Later, in company with Prinzipal, it became applied to Diapasons of 32 ft, 
16 ft, 8 ft and 4 ft pitch. As in England, Principal is now applied to 
a 4 ft. Diapason, so also in France, Prestant bears the same connotation. 

Primaria —(Lat) Primus = first 

Equivalent to the ancient denotation of Praestant 

Primaria Regula— See Regula and Primaria, 

(Ger.) Prinzipal. 

In this country a 4 ft. Diapason (see Octave). In Germany, Prinzipal 
variously represents the Diapasons of 32 ft, 16 ft., 8 ft. and 4 ft pitch. 
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Prinzipal-FISte— See Flute-Principal and Solo. 

PKO(iRKSSIO HARMONICA. 

A Mixture .stop composed of ranks which, instead of “breaking” (see 
.Mixture), increase in number as the pitch rises. A variety of Progressio 
Hannonica was invented by Musikdirector Wilke, of Neu Ruppin. Its 
special function was to increase the power of the treble portion of the 
conniass. The name is now loosely applied in Germany to Mixture stops 
of various composition. 

PROLONGEMENT HARMONIQUE —(Fr.) Prolongement - 
prolongation. 

A mechanical device for sustaining a chord or note, even though the 
lingers be removed from the clavier. It is applied either by drawstop or 
pedal, according to one of two systems. In one case the chord or note is 
sustained until a release pedal be operated. In the other, the chord or 
note is sustained until such time as another (sustained in its turn) be 
depressed, or the movement thrown out of gear. The Prolongement 
Il.'irmonifiuc would be: a valuable adjunct to a Solo organ. On an organ 
so equipfied, it would be possible, for instance, to sustain notes on the 
'I'uba, leaving the hands free for intercalated passages on the full Great 
organ. As far as the author’s knowledge extends, there are but two 
examples of the use of the Prolongement Harmonique in this country. 
'Pcwkslmry Abbey (M.ichell & Thynne, 1887), since removed. Chamber 
Organ built by the Ihev. Scotson Clark, formerly at the London Organ 
School. It is used abroad, though infrequently. 

Pyramid— Equivalent to Cone. Pyramid-Diapason, etc. 

PyramidflSte. 

A variety of Querflhte of “ pyramidical ” or tapering structure. Liegnitz. 
See Flauto Traverso. 

Pyramidon —16 ft. 

A stop invented by the Rev. Sir P. A. Gore Ouseley. The CCC note 
was produced from a stopped pipe measuring 2 ft. 9 in. high, 2 ft. 3 ins. 
square at the top, and 8 ins. square at the block. The pipe at the summit 
was, therefore, more than three times as large as at the mouth. In a letter 
to the author, dated a few years back, Mr. Henry Bryceson, a celebrated 
organ builder of the period, expressed himself as follows : “ I believe the 
Pyramidon never passed the experimental stage in an organ built by 
Flight for Sir Fred. Ouseley’s College Chapel in S. Wales. On enquiry he, 
(Flight) only smiled about the stop, so, evidently, he had no great opinion 
of it.” The Pyramidon, of course, occupies too much soundboard space 
to be of any practical value. “Boxes” and “Cubes.” into an orifice in 
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which wind is directed, have troin lime to tiiiK,; bcu^n made. Their tone il 
apt to be irregular, and ilhdermcd, and generally imsatislaetory* 



Stopper. 
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The author, has, in his possession, howeTcr, a Cube of excdlent efect, 
made and voiced by Mr. Compton, the tone of which somewhat r^emhles 
that of the same builder’s Tibia Mollis. The lip is leathered. Cube basses 
might be found of great utility, when dealing with situations of some 

awkwardness. 


Q. 


Quadragesima —(I^t) = fortieth. 

Mixture ranks of high pitch are sometimes found in old Itadan organs 

drawing separately. 

Quadragesima Terza— (Lat) = forty-third. See above. 

Quarte—See Rauschquint. 

So called from the interval of a fourth (Lat. ^arius) separating the 

Twelfth and Fifteenth. 


Querfldte— (Ger.) Quer == across. See Fdauto Traverso. 
Quincena —(Sp.) = Fifteenth. 


(Ger. and Fr.) Quinte. (Lat.) Qcintns = Mih. _ MannaJ 
5|- ft.; pedal, io| ft. Bat the name is sometimes tised :or Ootave 
Quint or Twelfth. Manual, af ft.; pedal 5I ft. Schujie at 
Bremen Cathedral, and the Kimball Co. at Washington Temple, 
U.S.A., inserted a pedal Quint of ft. pitch. 

The Quint is a Mutation stop, speaking (when a manual stop oi 5I ft. 
length) at the interval of a fifth above the unison pitch. The pipes of 
the Quint are of various forms. In this counny they are nearly 

always stopped. Abroad they are also variously of cylindrical open pipes, 
taperin- Gemshorn pipes, widening Dolce pipes, or open rectai^lar wood 
pipes. Of late yearn the Manual Quint (as an independent stop) has been 
very generally discarded in this country. Certainly in oigans of modeiate 
size where economy is essential, it can well be disjKnsed with; out in 
larcr’er instruments a Quint of duly subordinate tone is by no means to be 
despised. Like the Twelfth, it conduces to cohesion of tone, constituting 
a portion of the harmonic structure of the organ. In too many instances, 
nevertheless, the Quint has been badly voiced, with the result that mst^a 
of exercising a beneficent moUifying influence on the genend ton^ 11 has 
given rise to a thick and “muddy” effect. In schemes where doubt is 
Ltertained as to the advisibility of the inclusion of a Qmat, a Qmntaibn, 
16 ft. (a.v.) wiU in many instances be found to form a desirable com¬ 
promise.^ Fifth-sounding mutation ranks should, as a general rule, be of 
Liet, unobstrusive and rather dull tone, as free as possiWe firom 
harmonics. The Quint then, is best made of Dolce or stopped pip^ 
InZme instances, notwithstanding, a Gemshorn Quint of qmet tone is by 
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no means ineffective. Mixtures frequently comprise a Quint rank in t'he 
upper portions of their compass. For Pedal Quint see Acoustic Bass, 

Quint Coupler* 

In the organ at St John, Birkenhead, in which Mr. Hope-Jones first 
developed his embryonic tonal ideas and electrical appliances, was inserted 
a Manual Quint Coupler by means of which the Swell organ could be 
coupled to any manual at the pitch of a fifth above unison (quint). 
Judiciously employed, the Quint Coupler was instrumental in the production 
of many curious and by no means displeasing effects. Herr Stahlhuth, of 
Aix-la-Chapelle, has also experimented with the Quint Coupler. On the 
pedal organ a Quint Coupler has frequently been employed for the 
production of mock 32 ft effects (see Acoustic Bass). 

Quintaiophon —32 ft tone. 

The name applied to a three-rank Acoustic Bass stop at N6tre Dame 
Cathedral, Montreal, (Casavant). 

Quintflote—A Quint of light-toned Flute pipes. 

—Quintadena. In mediaeval specifications, variously 
Quintaten, Quintaden, Quinta-ed-una, Quintitenens. A stop varying 
as much in tone and construction as in the supposed derivation of 
its names. Allihn is of opinion that it may be derived from the 
late Latin, Quintadenare, (BV, Quintadiner). Others advance: 
(Lat.) Quintam Tenens * holding the fifth. (Lat.) Quinta ed (et) 
una = fifth and unison. (Lat) Quinta a tono * fifth from the tone. 
Probably all these derivations are correct, repiesenting distinct names. 

The Quintatdn is a stopped pipe, the distinctive feature of which is 
that its first harmonic (the twelfth or octave fifth) is prominently developed. 
The pipe thus has the effect of speaking two separate notes simultaneously. 
Albeit they are so perfectly blended, and the average ear is so accustomed 
to synthesing harmonics with the fundamental as constituting one single 
musical note, that many people are unable, at first hearing, to distinguish 
two notes. Some worthy persons profess to be unable to tolerate the 
Quintatdn because it incessantly gives rise to a succession of consecutive 
fifths. Prima facie the objection is rather chimerical, for all pipes speak 
consecutive fifths (/.<f,, twelfths), stopped and string-toned pipes more 
brazenly than others. Used in combination, the Quintaton, when viewed 
from this aspect, stands on precisely the same footing as the plain Gedeckt 
or Gamba. How wide indeed is the gulf fixed between the modern 
academical mind and the primitive organum of our forefathers 1 Nor is 
the use of this stop for solo purposes open to any serious objection. We 
must, in point of fact, admit the vital distinction between the consecutive 
fifths of the harmonic series as produced from one pipe^ and those emanating 
from two or more pipes, voices or other tone generating agents, each with 
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its owe individual conflicting set of overtones. As has already been 
observed, the two notes of the QuintatOn are blended together in an ideal 
mann(;r™~far more perfectly, indeed, than those of any two separate pipes 
could possibly be. The real consecutive fifths of Mixture ranks are 
defensible solely on the ground that such stops are intended to corroborate 
the harmonic series of the foundation work. Nevertheless, 
amongst those who take exception to the QuintatOn, there are, 
conceivably, many who would, forthwith, cry aloud against any 
suggested abolition of Mixtures. Vox et prmterea nihil. In 
many Dutch and German organs the QuintatOn is nothing 
more than a badly voiced Bourdon, with the twelfth left 
prominent in the tone, coarse and unblending in character. 

Walcker of Ludwigsburg, amongst other German builders, 
makes Quintatdns of the* modern type. Many of the old 
English stopped Flutes were virtually Quintadenas; e,g.^ Hamp¬ 
ton Court Palace (Father Smith), and Green’s Nasons (St 
Peter, Nottingham), It was the goodly proportion of the 
twelfth in these stops which so enhanced their blending pro- 
pc/rties (see Gedeckt). (See also Cor de Nuit). The 
(^uinia.ton was practically re-introduced into this country by 
CavailhtColl in his organ built for the Albert Hall, Sheffield, 
in 1873. It was subsequently adopted by Mr. Casson, (Long- 
wood Mouse, Nayland, 1S97), to whose credit be it marked 
that he recognised early the value of the .stop and has since 
consistently championed its use. Other examples: London 
Organ School; Chamber Organ, Cathcart House, Kensington, 

W. (Positive Organ Co.). 

The (^uintatdn likewise found an earnest advocate in Mr. 

H(>I)c Jone.s, undergoing at his hands improvements such as 
rendered it more suitable for combinational use, and adapted 
it to increased wind pressure. The Hope-Jones Quintadena 
—as he usually termed it—is often provided with a leathered 
lip, and, in some cases, is bearded. It possesses greater breadth 
of tone than the older variety. There are examples at:— 

Worcester Cathedrai; Collegiate Church, Warwick; Parish 
Church, Burtomon-Trent; St. Mark, Brighton, etc. White 
haven (Harrison & Harrison, 1904). Another variety of 
(}aintat5n has been’ introduced into some of their organs by 
Messrs. Hill & Sons. In a resonant building it forms a solo stop ot 
exquisite beauty, sometimes even resembling an orchestral reed of con¬ 
siderable piquancy. There is a good example at Peterborough Cathedral 
The Quintatdn, as now made, speaks the ground tone and twelfth in about 
equal proportion. Contrary to the generally prevalent idea, the main 


Quintaton. 
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difficulty in voicing the Htop is to previtnt umluc predonunanre^ of iJit 
twelfik The pipes are generally of sjKRied metal, cylindrical in shape, 
The bass of the i6 ft. and Hometimes of tlu; 8 ft. Quintatdn is of wo(Kh 
The mouths are hift very low, and the stopp(irs an^ solid. lOxcept in the 
case of the Hope-Jones variety, the pipes are generally I)eard(t(L In 32 ft. 
pitch, the Quintatdn is occasionally found on the manual, extending to 
tenor or middle C. It is probably the most sa-tisfactory manual stop 0/ 
that pitch. London Organ School (Positive Organ (jo). I/or pedal 
Quintatdn 32 ft, see Acoustic Bass. 

As a manual double the Quintatdn 16 ft. is infinitely superior to 
the customary Bourdon. If possible, the Swell double should (‘ertainly 
be composed of open pipes (see Bourdon). It frccpumtly liappems, how 
ever, that for reasons of economy-alike of funds and space-»»open pi]a,!.s, 
and the increased size of the swell box necessary to their accormnodati()n, 
are ruled out of court. In such instances, the (Quintatdn is nndoubledly 
the most effective stop to employ, regarded solely as a manual double. It 
costs no more than a Bourdon, and provides whnt is prarTically, in effect, 
a soft toned Quint. Proportionately as the (werlones of the bourdon 
become prominent, so is the stop endued with belter blending and /u/i/my 
creatingproperty, so is it affected by the Swell cresando ev(T ready to 
influence stops of ample harmonic development. Not only does the 
Quintatdn in combination, impart to the tone a peculiar clearmiss, pitpiancy 
and cohesion, but it also con.stitiites a new tone-colour instrumental in tluj 
production of special effects, and available likewise for solo n.s<.:. 'Phe 
only respect in which the Bourdon has the advantage, lies in tint fact that 
the Quintatdn does not lend itself to use as a soft stop borrowed on to tlie 
Pedal organ. There is no reason, however, why the Great organ Bourdon 
should not be utilized in this capacity. It should by no means be too 
powerful for normal use with soft combinations. A ffimily of C^uintatons 
of 16 ft, 3 ft and 4 ft pitch, would more effectually brighten up the 
general tone of an instrument than many ranks of Mixture-work. One 
of the secrets of modern tonal design, is the building up of brilliancy 
mWn the organ tone itself, instead of by the application of a number of 
Mixture ranks, which are, so to speak, extraneous to the general tonal 
scheme. The Quintatdn 4 ft is sometimes found as the only octave stop 
on the Swell in Hope-Jones organs. The practice has been adopted in a 
modified degree by Mr. Compton of Nottingham (Emmanuel Church, 
Leicester- U.M.F. Church, Stapleford, Nottingham). When applied to 
organs designed for free accompaniment, it may thus be employed 
effectively, serving to brighten up the reed tone. In the ordinary 
accompanimental instrument, however, it is perhaps well that the 4 ft 
Quintaton should not be used, unless very subdued in tone or covered 
by some 2 ft stop. 
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Ranket— Sordun. 8 ft.; Gross Ranket, 16 ft 

A variety of Chalutneau used at a very early date. The 
pipes were capped at the top, a few small holes being opened 
in t rc side. Sometimes the Ranket was a double pipe—one 
pipe being inside of, and opening into, another. A similar 
^vice has recently been employed for a chamber organ Vox 
Humana. The effect of this treatment was to render the 
tone of the Ranket smothered and “ bottled up.” There is 
often a tendency toward a similar effect in modern capped 
chorus reeds. It is curious to note how old ideas are 
rejuvenated. The Ranket and other capped reeds with vents 
cut in the side are mentioned in Praetorius’ work (1619). Yet, 
notwithstanding the fact that capped reeds have consistently 
figured in (,ermany and elsewhere, ever since, one firm of 
organ buildens, in 1885, actually patented the process of capping 
pipes to keep out the dust and increase the mellowness of 
the sound 1 ” 

RAUSCHQUINT—Rauschquarte, Rauschfldte, Rausch- 
pfcife, Kauschwerk, Quarte. (Ger.) Rauschen = to 
rustle or rush. 

A I welfth and Fifteenth combined on one slide. Other 
compositions have been known, viz., 2 ft. and ft., and III or 
IV ranks, but the most authentic definition is as above. The 
interval .separab'ng the two ranks is a fourth, hence the name Ranket. 

Quarte. A slight stretch of imagination causes the stop to 
assume a rustling effect, whence the prefix, Rausch. It was formerly a 
common custom of Continental and Rnglish builders to unite the two 
stops on one slide. But sometimes the thin whistling effect of the Great 
U]) to the Fifteenth, without the bell-like cohesion which should be 
imparted by the Twelfth, is required. Occasionally, also, a Twelfth, of 
suitable character, can effectively be employed without necessarily being 
associated with the Fifteenth (see Harmonic Stopped Twelfth). The 
two stops, accordingly, are now generally controlled by separate sliders. 

Recorder —4 ft. 

The instrument of this name was of the Flute tribe. The name is 
said to be derived from an obsolete meaning of the verb to record, viz., to 
warble. Dallam’s specification of an organ erected in York Minster in 
1632 contains the following passage: “Item, one recorder unison to the 
said principall. vi. li.” It was probably an ordinary Flute. 
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ReedL— Reedwork. (Ger.) Zungenstimnicu (“ Tonguc-stopfi), or 
Rohrwerk, (Archaic Ger.) Schnarrwerk - Rcicds. (I'V.) Jiiiix 

d^Anches. 

A collective nanie for a class of stops, the tone of which is prodiK.ccl 
in a different manner to that of due pipes. In the reecl pipe; tlu; tont; is 
generated by a metal tongue or vibrator beating against or tinough a 
framework known as the reed or (BY) dchalote, anglice shallot. I his 
shallot is a brass tube'with a considerable portion of one side cut awsiy, 
presenting the appearance of a reed or stalk split down. Wlicn this 




Fig. B—Open 
Shallot. 



Fig. C—-Closed 
Shallot. 


opening extends the whole length of the shallot, the latter is known as 
“open,” when only a portion thereof, as “closed.” Open shallots are not 
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imicb oinploycd by tlm best bbitilish builders, since they are apt to render 
tlu; tone course u.iil blatant. The maximum degree of power desirable can 
t)e obtained witli wide closed reed.s. The reeds used by German builders 
generally open out to greater breadth at the bottom than English ones. 
Invcrled reeds vvitli the opening running in the reverse direction, i.e., wide 
at the top and tapering at the bottom, have been experimentally tried by 
fmrmaii builders and by Mr, Hope-Jones. No very definite results were 
an ived at. I he general theory anent the generation of tone in reed 
pipes is that tlie sound is produced by the periodic admission—by the 
vibrating tongue—of [juffs or impulses of wind into the shallot, and thence 
into the pipe. Mr. Hermann Smith, a well-known authority on these 
matters, stigmatixe.s this theory as false, or, at any rate, inadequate. The 
initial .source of tone, he asserts, “ is the note emitted by the vibration 
ol the tongue itself, the puffs (so-called) being the fuller definition of 
the .suction due to confining the affected air in a tube.” “ Resonance,” he 
lurther adiis, “means -sympathy aiding the original force.” The scope of 
this work will not admit of further exposition of Mr. Hermann Smith’s 
most fiiscinating theorie.s, suffice to say that he advances many weighty 
n^aiicHis for adhesion to his belief. 

The use of the ejiithets “open” and “closed,” as applied to the 
shallots, niust not imgender confusion with those relating to the treatment 
ol the pipes. Reed (lipes are generally left open at the top. Occasionally, 
howi.ivcr, tluiy are closed with a metal lid or a corked wooden cap, the 
necessary opeiiing.s or vents being cut in the side of the pipe. They are 
then known as capped or covered, rarely as stopped pipes. An illustration 
of a ca[)pod reed may be seen under Oboe. The practice of capping full- 
scalcd chorus reed work has a pernicious influence on the tone, rendering 
thin and ilevoid of carrying power, often even smothered in effect. 
G;t[)[)ing also im[)arts a [leculiar hollow quality of tone, never quite absent 
even from chorus reeds so treated. The practice was strongly condemned 
by the late Mr. Willis. It is, in effect, a mere makeshift attempt to evade 
the real difficulty of successful reed-voicing—the art of securing refine¬ 
ment of tone by the treatment of the tongue. It is needless to resort to 
capping to exclude dirt from reed pipes. This end may be achieved by 
the pro<:e.ss, generally in use, known as “hooding” or “bonneting,” viz., of 
turning over the top of the pipes to a horizontal position. As an alter¬ 
native process Mr. J. W. Whiteley (in the fine organ voiced by him for 
Messrs, Beale & 'I’hynne at Battersea Polytechnic) and Mr. John H. Compton 
(at Emmanuel Church, Leicester) have employed with eminently satis¬ 
factory results a mesh of fine silk gauze inserted in the pipes. It does not 
impede the emission of tone, and effectually excludes dirt of a harmful 
character. Whilst treating of this subject it may parenthetically be re¬ 
marked that dust is as liable to enter at the foot of organ pipes as at the 
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top. In many organs all sorts of solid luatlcr is coiitJlantly 
indrawn by the bellows feeders and thence circulated through 
the internal system of the instrument It would be <|uite 
worth adopting this ()l)stiucuvc gau/e 
system in the interior of the orgjui in 
cases where it is impossible to plant the 
bellows work at an altitude sufficiently 
remote from the ground. In order to 
reduce their length, large pipes are generally curved 
round in their lower part, in the form of an elongated 
loop, somewhat similarly to some orchestral brass 
instruments. This process is known as “rnitreing’^ 
the pipe, from the fact that the latter is caused to 
assume rudely the form of a mitre.It is frequently 
said that mitreing improves the tone of reed pi|:)es. 
It is not unlikely that it had the effect of subduing 
something of the harshness of the old-fashioned 
type of reed; but it cannot with any semblance of 
verity be said to improve the modern reed, nor 
yet, howbeit, appreciably to deteriorate it The 
bass of double reeds is frequently made of half- 
length pipes. By dint of careful treatment the 
effect may be rendered quite satisfactory in the 
case of enclosed reeds. The practice is not one 
generally to be commended, as the tone is apt to 
be harsh and rough. 

Reeds are tuned by a wire crook, of which one 
end, accessible to the tuning knife, protrudes from 
the boot and the other bears on the tongue. By 
moving this in an upward or downward direction 
the arc of gyration of the tongue can be extended 
or curtailed, the pitch flattened or sharpened, The 
tight-fitting of these crooks is a sine qua non^ wide¬ 
spread neglect on this point being a fruitful source 
of the instability of pitch of individual reed pipes, 
which is so frequently encountered. The secret of 
successful reed voicing consists in imparting to the 
tongue such a degree of curvature as shall cause it 
to roll down rather than strike against the shallot, 
or, maybe, against the pneumatic buffer which is 
commonly supposed to intervene. Should a “flat'' 
occur in the reed by reason of an imperfect curve, 

* The word is sometimes used synonymously with “ hooding.’ 



Fig. D— 
•‘Hooded’’ 
Reed. 



Fig. E— 
Mitred ” 
Reed. 



F%. W Side view of CCO Talm toagoe, li^ree of canmtere, and al^ of load fComr-t'^n). 
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: of chhst IcKlge between the shallot and tongue the tone will be 
rendered liarsh and blatant. It is on the precise stoichio- 
of the tongue—the distribu- 
tion of eluHlicity-™—that the nature of the tone 
largely depcinds. 

1 his oKithod of voicing was essentially 
hrench in origin. It was developed by 
CavailldTloll, whose work reached a zenith 
of perfection in the voicing of orchestral solo 
reeds. It was Willis, however, who on these 
foundations reared the vast edifice of modern 
chorus reed voicing. He was the first to 
systematically employ small weights screwed 
on to the end of the tongue.* By this process 
of loading,'' as it is called, the tongues are 
rcndiTed heavier and can therefore be reduced 
in length. The ill effects of internal and 
toriional vibration, inevitable in the case of 
long tongiujs, can thus be eluded. The best 
results arc to be obtained only from tongues 
fashioned of thick hard brass or similar 
alloy. Tongues are occasionally curved or 
‘^burnished" by machinery, high efficiency 
and considerable economy of time being 
secnnal by this means. Reeds should never 
be blown with the mouth, as moisture con¬ 
denses on the tongues and eventually impairs 
Ibm'r c|uality of tone by corrosion.f Nor, again, 
should the tongues ever be handled or twisted 

They had previously been essayed in the case of 
harmonium reeds, and German builders had occasion¬ 
ally run lumps of solder on to the end of large pedal 
reed tongues. But, as above stated, Willis was the 
first to systematize their use. Moreover, whilst these 
weights were originally employed for the purpose of 
remedying the sluggishness of speech of large reeds, 

Willis sought by their use to secure, in addition, 
greater refinement of tone. 

t The writer once happened across the case of an 
organ, the reed tongues of which had corroded in a 
most mysterious manner. After much fruitless racking 
of brains it was discovered that the mischief was due 
to the fumes of a gas engine employed to operate 
the blowing apparatus. Engines of this sort should 
always be isolated from the bellows. 


-Plan of CCC Tuba tongue. Exact size (Compton). 
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about in any way by amateurs, unless, indeed, they are iiu'npable of iurthcr 
deterioration. 

In the “tree-reed” the tongue pass(i.s right through iJw .sliaJlot as 
in the Harmonium or American suction organ. A fret; reed is ilhistiahul 
under Clarinet It will be seen that there is a “hridg(^” along whi<^,h the 
tuning block passes. The voicer has ol)viously littl(j control over the 
tongue, the quality of tone being mainly determined by tlie shape of the 
pipe or resonator. Thus it happens that all free reeds bear a strong family 
resemblance to each other and to the Harmonium. ItfXrcpt possibly in 
the case of very small-scaled orchestral stops, the tone of frt.'C reeds is not 
usually agreeable, unless in buildings of resonant acousli(\'il properticis. 
The objectionable harshness of tone of Harrnoninrns and free ret,ids 
generally is due to the excessive development of harmonics, h'njc recKls 
were formerly extensively employed in Germany, but arc now fast falling 
into desuetude. On learning the English mode of treating striking rtaais, 
Schulze, the eminent German voicer, at oik'c abandoned the tise of free 
reeds (see also Cor Anglais). Reeds have been made with double 
tongues (see Double-tongued Rebu)), with the tongiu; l)(‘ating on iIac 
inside of the shallot (see Retrb:ating Rkko), with the shallot lap(.!ring in 
a reverse direction (as above noticed), with wooden tongiuis and shallots, 
with shallots curved at the end like the tongue, in l''ranc<‘ with two 
channels leading from the shallot to the pipe, and witli various oiIkt novel 
features. None of these varieties are now in systematic usu. 

German builders generally, and some French and Fnglish buildcr.s, 
cover their shallots with thin leather. Like capping in most cases, this is, 
as regards chorus reeds, an attempt to secure smootlmcjss of tone l^y 
merely makeshift means instead of by the aforesaid scientific, though 
arduous process, of curving the tongue. Needless to say, the quality of 
tone usually resulting from such efforts lacks all intrinsi<‘ licauty, being 
merely nauseous in its pseudo-refinement and smoothness.”^ Willis, who 
strongly condemned this practice of leathering reeds, lias conclusively 
demonstrated that it is not essential to smoothness of tone. And certainly, 
stops of the Hope-Jones Tuba Sonora type, which protiably mark the 
greatest advance in the direction of smoothness of tone yet attained, are 
not leathered. Nevertheless, let it be said in extenuation that the use of 
leathered reeds, combined with really efficient curvature of the tongue, is 
not j>trr se by any means so indefensible as that of capped chorus reeds. 

The influence of thermal variation on organ pipes forms an interesting 
study—a study, moreover, of very practical import. If the pitch of the 


* Add to this the fact, that, as the leathering is not usually continued throughout the 
compass, there is a nasty break in tone between the leathered and unleathered portions^ 
^nd it will be seen that the process, as commonly practised, merits but scant shrift. 
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or[,^aT) lx; disUirhcd by a rise of ietiipcrature, it is generally the reeds that 
are made the s(;apt;g()ats, whereas, as a matter of fact, it is the flue pipes 
whi<'h are mainly responsible for the disparity 01 pitch. For, metal flue 
pipo.f; arul small wood (liu; ])ipes respond to an increase of temperature by 
sharpening p(;re(;piibly. d'lx; effect on reed pipes is different A stop 
hk<; the Vox llnmana, will actually flatten, since the pipe exercises but 
little control over the tongue, which expands under the influence of the 
heat, d’bc Oboe, on tlx; other hand, with its long and slender tube, will 
rcnuiiu fairly well in tunc, the rarefaction of the air column compensating 
for the expansion of the tongue —the one tending to raise the pitch, the 
other to lower it Between these two extremes lie stops such as the Horn, 
d’rumjx.T and Tuba, of larger scale and shorter body than the Oboe. 

I )(;[)riv(;(l of its pipe, a reed will emit a thin, wheezing sound. The 
pipe, tul)e or body (as it is variously called) is superimposed, not for the 
piirf)ose of (hdermining tlx; pitch of the reed, but in order to act as a 
n;sona,tor atxl to tiualify the tone. The pipe is, therefore, so adjusted that 
tlx; vibrations of the air column in it shall approximately correspond in 
pitch with the ix)te of the reed tongue, though, for various reasons, not 
always (sxactly. Reed stops of an orchestral or imitative character usually 
have; shoi t l(;ngtl» bodies (see Cuarinrt, Orchestal ()boi2, Vox Humana). 
d1x*:;e sbort haigth, pipes are emi^loyed as resonators and possibly to 
rrinforc-e c(;rt;ain liarmonics, but, generally speaking, the determination of 
tlxfn' lcn['(b rests on tra,(litional and empiric grounds rather than on a 
fxacntifx’/basis.* dlie curtailment in length of their pipes is one of the 
main n*ason;; why such “fancy’' slops are so apt to get out of tune, for 
llu; air c.olunm in the pipe has no control over the vibrations of the tongue. 
In pipes of full length the vi[)ralions of the tongue are, to some extent, 
govcrrx;d by tlx; column of air in the pipe. Should an abnormal rise of 
l(;mpc,ratur(; occur, tlu; point at which the pulsations of the resonant air 
column and the vibrations of the tongue are no longer able to synchronize 
will b(; ma,rk(;d l)y the reed “flying off'' its note. Large pedal reeds and 
Diaphonic valvular ree<lH, voiced and regulated “close" (ie., smooth), are 
pcxuiliarly liable to this distressing defect As a temporary remedy, the 
recalcitrant pi{)es may be tuned slightly flat, if the wider opening of the 
tuning slot does not prove effectual. Sometimes the ‘‘flying off" of a 
reed is occasioned by the fortuitous influence of some definite volume of 
air enclosed by the boot. It may then be cured by piercing a hole in the 
l)oot, and if the waste of wind be likely to prove excessive, the perforation 
may be (tovered with a leather membrane. For pneumatic starter for 32 ft. 
reeds, see 'rROMBONE, _ 

The scientific aspect of reed voicing is, nevertheless, dealt with m Pastor Allihn s 
edition of “Topfer,*’ in a manner interesting and comprehensive, if now—so far as 
modern English work is concerned—somewhat archaic. 
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Regal— The Regal was originally a keyboard reed instrument The date 
of its invention, none the less than the origin of its nanx,!, is 
obscure. Some refer it to the XIVth or XVth century, mhers, to 
the Xllth; but there is little evidence to support the view that this 
last named date is not fictitious. 

The derivation of the name is still a puzzle to antiquarians. It k 
probably inspired by the fact that the instrument was extensively us(t<l in 
royal processions. There was an Italian instrument name<l Rigabello, 
from which Dr. Rimbault triurapbantly derived the title. He omiitcjd, 
however, all enquiry into the origin of this fresh name, which, in all pro¬ 
bability leads us round in a vicious circle back again to the starting point. 
One of the earliest representations of a Regal occurs in the famous series 
of woodcuts, known as the Triumph of the Emperor Maximilian, drawn 
by Hans Burkmeyer in 1516. The instruments therein represented are 
a Positif organ and a Regal, mounted on a car in the procession* The 



Curious Forms of Regal Pipes. 




DICTIONAEY OF OEGAN STOPS, 


133 


displays Wijights on the bellows (the first known instance)^ and two 
pip(;f} of the Knopf-Regal type to each note. 

'I he instrument was chiefly employed in religious processions for 
MusUiining or giving out” the Plainsong melody. The Regal, and the 
{)ortal>le flue pipci organs which probably came into use in the Xllth 
etmtury, received the name of “ Portatif’ (Lat, Fortare, to carry), in 
contradistinction to the larger pipe organs known as Positif (Lat, Fonere, 
to f)la<;e or fix). Tlie Regal was not introduced as an organ reed until 
alter the Chalunicau {g.v*)] although it may reasonably be supposed that 
the distinction in the tone was but slight It was of 8 ft, and in later 
tirrnjs also of r6 ft. and 4 ft pitch. The invention of the various forms 
of r)ipeH employed must have taxed the ingenuity of the most fertile 
imaginative faculties of the day. In those days the art of reed voicing was 
<aTtainlyj as far as regards imitative character capacity was concerned, in a 
rudimciiitary stage. For the most part, then, the names maybe regarded 
!Ui tncra fancy appellations, the coining of which doubtless afforded scope 
for a litU(j mild recreation on the part of those reponsible for them. A 
few of the more important varieties of Regal are appended. In addition 
io Uu*s(!, pipes shaped in most fantastic forms were to be found. Some 
resemble 1 large shells, others were composed of tubes wound about in 
all dir'e<a,ions. 
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Apfel-Regal — Kopf-Regal. (Ger.) Apfel - apple. (Ger.) Kopf 

» head. 

These pipes were surmounted by au apploshapod lioad, 
pierced with multitudinous small holes, like iluj toi) of a 
pepper pot. The Barpfeife also occasionally displayed 

this peculiarity. 

Bibel-Regal— (Ger). Bibel - Bible, 

One form of the instrument, so constructed as to fold up 
into the shape and form of a big Bible. The name appears to 
have been applied in one or two instances to an organ stop— 
either in ignorance, or, perchance, for the sake of association. 

Gedampft-Regal— -Gedempft-Regal (Ger.) Dampfen 

to smother, muflle, stifle, c.f, (Rng.) to damp (as of 
vibrations of strings). 

Constructed as the Apfel-Regal; or, composed of inverted 
conical pipes of very large scale. 

Geigen-Regal— (Ger.) Geige « Violin. 

When used in the upper octaves witli a (Jinntatdn, the 
Geigen-Regal is said to have resembled the Violin. See 
Gesang-Regal. 

Gesang-Regal — Singend-Regal. (Ger.) (hjsang song 
Singend « singing. 

A Regal of cantahik tone. A variety of Vox niuna,na. 
Apfel-Regal. Geigen-Regal and Gesang-Regal were inserted by Julius 
Antonio at St Mary, Danzic as early as IS^S- 

Gross-Regal —16 ft Double Regal. 

Harfen-Regal — 8 ft (Ger.) Harfe « harp. Imitated the harp* 
Mulhausen i St, Peter, Lubeck; Stockholm. 

Jungfern-Regal —See Virgin-Regal. 

Kalber-Regal —(Ger). Kalb = calf. Imitated the calfs lowing 1 

Klein-Regal —4 ft Octave Regal. 

Kopf-Regal —See Apfel-Regal. 

Knopf-Regal —(Ger.) Knopf = button or knob. 

The pipes of this variety possesed heads shaped as a Gothic bishop’s 

mitre. 
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M essing-Regal Mming » brass, i6 ft.; 8 ft 

Fossessc.d, inverted conieal tubes, fashioned of brass. 

Scharf-Regal™’((der.) Scharf « sharp. 

A Regal of sharp incisive tone, similar to the Messing-Regal 

Trichter-Regal— (Ger.) Trichter » funnel. 

11iese [)i[)(iH wer(; surmounted by funnels of various shapes and sizes. 
S<Hn(;tinu;s iluty were straight sometimes inverted-conical, sometimes 
like tliose of the Gor Anglais, occasionally even with three or four 
cones, alternately invrjrtcd, and rising one above the other. 

Virgin-Regal Virginal (Ger.) Jungfern-Regal 8 ft ; 4 ft Schloss 
Orgel, Hessen; St Peter, Gorlitz (Casparini) ^ Lutheran Church, 
Rlbigen, Matcrhurg; Konigsberg Cathedral; St. Dominico, 
Prague. 

'Flu; origin of this name is doubtful. There are two possible explana¬ 
tions of tlie use of the word virgin. They are based on the facts (i) that 
tlie instrumcmt was used to accompany the Angelus, a hymn to the 
B. V. M'., (2) that it wa,s played upon by young maidens. Mr. T. L. 
Southgah;, an eminent authority on these matters, in a letter to the 
jmthor (;xpres.s(ul his preference for the second view.’*^ Subsequently 
the* na.me wa,s applied to a stringed instrument 

RegU I&■“-"(Lat) a stop. Rcgula Primaria. See Primaria. 

Reim ■■■(Ger.) Rtsim » rhyme. The derivation is obscure. 16 ft 
Occurs at Ikcinen Cathedral, as a pedal Ihombone. 

Resonant Bass—Resonant Cube. 

|<Vom time to time attempts have been made to reduce the height of 
pedal pii)e.s by enlarging their width, or by employing reeds with short 
length resonators. One of the first attempts was made by a watch-maker 
of Breslau, F. Benke by name. He employed reeds with diminutive 
resonators—a perfectly feasible idea. Various boxes and cubes have also 
been made. See Diaphone and Pyramidon. 

JEtmm'uXtmn.t Bass—See Acoustic Bass. 


♦The German name for the stop is the Jungfern-Regal. In the writer’s copy of the 
German New Testament, the synonymous word, Jungfrau, is employed to designate 
the B. V. M. If it can be proved that in neither of the two cases have the words 
commonly been used interchangeably, then the evidence would seem to bear against the 
former interpretation, given above. But this theory is advanced only tentatively. 
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Retreating Reed ” 
(Hope-Jones). 


Retreating Reed. 

A variety of reed stop exiiorimontally Irieil by 
German builders, and also by Mr. Hope Jones, to 
whom the above name is due. In the nstrcalinf' reed 
the tongue is fixed on the inner side of a frame cor¬ 
responding to the ordinary shallot. An experimental 
model was shown at a lecture delivered in Edinburgh 
before the Incorporated Society of Musicians. 

Retusa— See Vox Retusa. 

Ripieno— (It.) =* chorus. An Italian term for 
Mixture work. 

Rolxr-Bo**cl«.».— See Rohrflote. 

Roliifilot©—Rohr Gedeckt. (Fr.) Flfite-k- 
Cheniinde. (Eng.) Chimney Flute. Anglice 
Rohrflute. (Ger.) Rohr - reed. 8 ft.; also 
16ft.; 4 ft; rarely z ft 

The original Rohrfldte was a metal jiiiie, covered 
at the top with a flat lid, from the centre of which 
rose a narrow tube or chimney. The similarity of 
this tube to a reed (not organ reed) occasioned the 
name of the stop, which, then, has no connection 
with any supposed reediness of tone, as some writers 
have imagined. The tone of the RohrflGle is brighter 
and less thick than that of a pipe entirely stopped. 
As made by the old English builders, Snet/.ler in 
particular, fashioned of thin metal with wide chimneys 
and lightly blown, the stop yielded a tone frequently 
of the most charming character {e.g., St. Andrew, 
Nottingham; Snetzler organ rebuilt by Conacher). 
The pipes were tuned by the highly unsatisfactory 
method of shading the mouth with long ears (see 
Bell Gamba). The pipe here illustrated, however, 
displays ears of ordinary shape, and a sliding 
“canister” top for tuning purposes. Now-a-days, the 
metal chimneys are generally dispensed with, and the 
Rohrflote is, to all intents and purposes, identical 
with the pierced Lieblich Gedeckt. The chimney 
is formed by the stopper handle, and the stopper 
itself, lined with cork, is fitted into the pipe. In 
this manner the pipes are more easily and rapidly 
made, and more satisfactorily tuned. The old 
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r.himmsys, also, were liable to be knocked off during tuning 
<)|)(!iations. 'riu: siopiiers are usually pierced from about 
tenor upwards. Above this note they are made out of a 
single piece of wood. Tf the chimneys be carried down to the 
lowti.sl note, the tone of the bass is apt to acquire a touch of 
the (^hrintatdn (inality. A variety of Rohrfldte of large scale 
and ('nrnishetl with wide chimneys, was known in Germany as 
I lohlsehelle {(/.v.). Of late years the scale of the RohrflSte 
lets been inucli reduced, both in this country and abroad. In 
England, indeed, it is not now made of full scale, though still 
occasionally in Germany. , In the latter country, also, double- 
mouthed Rohrflotes were not unknown. The French Flhte-k- 
Gherninde is a large-scaled Chimney Flute of brilliant and 
liquid torn! (see Fi. 0 th Couverte). 

'I'hc inducnce of the chimney on the tone of half-stopped 
pi[)cs -as those of the Rohrflbte class are termed—presents 
a problem of great intere-st. The wider the diameter of the 
chimney, the more close to that of an open pipe will be the 
tone. In the “ Nova Acta der Kaiserl.-Leop.-Carol. Deutschen- 
Akadcmic der Naturforscher”* occurs a very interesting article 
on tlio Kolirfldlc by Dr. R. Gehrhardt. Dr. Gehrhardt’s in¬ 
vestigations may he summarized as followsIf, with constant 
iliamcter, tlic chimney be lengthened, the pitch flattens; 
if now the diaiiKiter be increased, the pitch will be raised 
again. Should the stopper be inverted, so that the chimney 
l.rotrudes into the jiipe, the pitch will remain unaltered. 

'I’he node of an open pipe is practically equivalent to the 
stopper of a closed pipe. The Rohrfidte is partially open 
and partially dosed, and Dr. Gehrhardt found that the Rotrflote 

vibrations resulting from the two intercommunicatory spaces (old form), 
gave rise to inharmonic upper partials {i.e., overtones not 
present in the ordinary harmonic series), lying closer to each other and 
increasing in strength, as the size of the chimney was enlarged. We 
may therefore regard the Clarinet Flute ($-.».), wich its wide chimney,, 
as owing its peculiar tone in some measure to the presence of these 
inharmonic upper partials. If a pin-hole be perforated in the lid of a 
“canister-topped” Gedackt, the pipe will go off its speech, since the rare¬ 
faction at the top cannot take place. Various peculiar effects can be. 
obtained by experimenting with half-stopped pipes. The chimneys may 
be altered in width or length, they may be produced inside as well as. 
outside the pipe, and so on ad infin. (see also Cone Gedackt). 
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Donble E-ohriotes witli cMmneys to the lowest note are exceedingly 
larCj ELor^ indeed, does any material advantage accrue from piercing the 
stoppers of such large pip^. A stopped double, with the stoppers of the 
upper notes pierced, is sometimes named Rohr-Bordun. M. Ddbierre, 
of antes, however, makes a speciality of compact organs, in which he 
produces two or three low notes from one pipe. The author has in his 
i»ssession one of these Polyphone Pipes, made by M. Ddbierre. It 
was presented to him by his friend, Mr. J. C. Casavant, the celebrated 
Canadian organ builder, of $t Hyacinthe, Quebec. The pipe is a closed 
one, with^ the stopper in the usual position at the top. But down the 
front rue pipe extends a rectangular wooden chimney, with the end, 
reaching nearly down to the mouth, unclosed. This chimney opens, of 
course,jEtc tne mam pipe, at the top. In it are bored two orifices, one 
on eacu side, at set distances apart. The said holes are covered by a 
cxcmar pa^.et or disc, carried on the arm of a motor bellows. The lowest 
**ote o, ti.e p^pe is that given by the pipe with both of these holes closed. 
T*^e nexi ^nore, a semitone higher, is obtained by admitting wind to the 
motor, which uncovers the hole lowest on the side of the chimney. The 
li.5hebr nc.e, a semiioae sharper than the last, is obtained by admitting 
wu.d tne other motor. Thus, to obtain one or other of the alternative 
notes, it :s only nec^sary, simultaneously with the admission of wind to 
the pip^ to aLow it to pass into a channel connected with the interior of 
the motors. The pipe is provided with a beard, in the form of a 
tjmie.^snadmg the mouth. ^ Requiring, as it does, mechanism of the 
^naracter only, it will be evident that in this device we have a 
fruirfuA source of economv. 

Rolir-G-edecfefc—See Rohrflote. 

Rohr-Nasat— A Twelfth of Rohrflote pipes. 

Rohrscbelie— .Ger.i Rohr = reed: ScheUe = bell. See Hohlschelle. 

—See Beard. 

Rossignol— ,Fr.) = nigkicgale. See -4vicmiUM. 

“Rustic”— This name occnrs in some of the specifications given in 
Hopitins ana Rimbanlfs treatise. See B.a.uerfl6te. 


Sackbut —32 ft. * 

Tk 32 ft reed in the organ at York Minster 

in.o an Eng„.h organ, st was not removed until the recent reconstruction 
^ that instrument f Walker, 1903). The Biblical Sackbut was a varietv of 
baip of Onen^I origin. The derivation of Sackbut is obscure. Webster 
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sugg'c.HtH (Si)anish) sacar » to draw out, buche *= maw, 
croj) or Htoniaeh. Samrbuche^ that which exhausts the 
stoiuacli. Skoal, in endorsing this derivation, quotes the 
old h’ronch t(jrm sacquer == to draw out hastily. 

Sadt—The specification of an organ drawn up by 
Father’’ Smith for the Temple Church con¬ 
tained the following item: ‘^ASadt of Mettle— 
61 pipes, o6 foote tone.” 

The Sadt was a variety of Gemshorn, 

Salicinal— A corruption of Salicional 

Salamine—8 ft; 4 ft 

d 1 ie Salamine is said to be a stop in tone midway 
between a Dulciana and a Salicional, and extremely soft 
A Hpecinien was introduced by Messrs. Forster & Andrews 
into their organ at All Souls’, Halifax. It was arranged to beat 
with the Vox Angelica. The effect of the combined stops was 
supf)osed to he suggestive of the distant effect of the waves 
b(,mating on the sliore of the Island of Salamis I The Salamine 
would, therefore, seem to have been merely an Echo Dulciana 
hearing a somewliat j)oetical appellation. The organ referred 
to wa;; recently rebuilt by Messrs. Norman & Beard. To Mr. 
Ih^rbcrt Norma.n the author is indebted for the following 
pjirticulars of the Salamine :—'renor C compass; T. C. pipe, 
diameter, in,; width of mouth, ifin.; cut up | in. The 
stop is sen,led to the 1,7th note throughout (/>., the diameter 
halves on the 17th semitone), and speaks on a pressure of 
only I i in. The name Salamine was also used by Meyer, of 
Hanover, at the Market Church, and St John, Hanover. 




Salicional 
(jrdkred), with 
dottblt fwitre. 


Salicsional —- Salicet (Ger.) also Salizional and 
(archaic) Weidenfldte. (Lat) Salix; (Ger.) Weide = 
willow. The name still survives in the “ sally-willy,” a 
rustic title for willow. See Chalumeau. i6 ft.; 8 ft.; 
4 ft.; abroad very rarely 2 ft. 

The Salicional is represented by stops of diverse character. 
In Germany it is a somewhat horny-toned string stop, bearded 
and, like the Gamba, formerly of dilatory speech. In France, 
it is sometimes made as a quiet Diapason of very cantabile 
tone. There is a very beautiful stop of this type at Derby 
Road Chapel, Nottingham (Conacher), voiced by the late 
M. Rheinburg, a distinguished voicer of the firm of Cavailld- 
ColL In England the Salicional is virtually a Dulciana with 
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some interest infused into it It is generally made of spotted m(!laL 
With regard to the question of slotting the Salicional, llie custom oi 
English builders varies much. The majority slot the Salicional and not 
the Dulciana. But the Salicionals of Mr, Lewis, which may, i)crhaps, be 
said to represent the ideal type, are not usually slotted At any rate the 
aim of the voicer should be to render the stop stringy, but neither kav.n 
nor horny. Some builders erroneously accord the name to wljat is vir¬ 
tually a soft String Gamba. The Salicionals made within the past few 
years by Messrs. Conacher are virtually a very pleasant type of Vioh,.* 
Sourdine. Attention has recently been drawn to a variety of Salicional 
which was supposed to speak somewhat as a Quintatdn, though composed 
of open pipes. The author was informed that an example of this variety 
—“though an imperfect specimenexisted at the Lutheran Church, 
Leman Street, E. (Walcker). On visiting this instrument he found that, 
heard in the interior of the box, the Salicional spoke the octa.ve very 
distinctly with the ground tone, but that the Twelfth was in no way 
minently developed The type of Salicional is neither known to German 
organ builders, nor mentioned in Allihn’s work, If it existed at all, the 
octave was presumably likewise included, and the effect would pcjssibly be 
not unlike that of a badly voiced or overblown Violone, whieli som(;tinH*,s 
performs the same trick. But the said species of Salicional most probably 
owes its genesis to some rather vague and purposeless remarks of Ifamcl, 
who, whilst seemingly reviewing the classes of organ tone in the .strictly 
orthodox and conventional manner, appears to group together the (^luintatbni 
and the Salicional under the same category. A double-mouthed Salicional 
occurs in the specification of the organ at Lund Cathedral, Sweden. The 
Contra Salicional forms an ideal Choir organ double. The 4 ft. Salicional,, 
generally known as Salicet, is rare in the country. It is usually found ori' 
the Choir organ or in the Swell of small instruments. St. Katherine’s, 
Convent, Queen’s Square, W. (Beale & Thynne). Scale.—A I.ewis 8 ft 
specimen measured at CC 3I in. in diameter, the mouth being x J in. wide 
and cut up | in. It was provided with a bridge. 

SANFT-^(Ger.) = soft. 

Sanftflote = Vienna Flute, Flauto Amabile, or Lieblich FIdte, 
Sanftgedackt = Still Gedackt 
SAXOPHONE—16 ft 

A stop imitative of the instrument named after Sax, its inventor. The 
quality of tone is difficult to define. It partakes of the Clarinet, Bassoon, 
and ’Cello. The name, Saxophone, is applied by Mr. Casson to the 16 ft 
Clarinets (tenor C compass) in his organs. It is claimed that organists, 
unaccustomed to the Double Clarinet, are apt to take for granted that any 
stop bearing the familiar name Clarinet is of unison pitch. Chalumeau,! 
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crnploytul a.s the word is in orchestral terminology to designate the lower 
c.onipass of the Clarinet, would perhaps be a more appropriate term. There 
i.>, lowi.vcr, a stop named Contra Fagotto, but in the upper portion of its 
<u.)npa.ss very closely representing the Saxophone, voiced by Mr. John H 
Compton, at Hucknall Torkard, Notts. The 16 ft. pipe measures 4^ ins. 
There is also a Saxophone stop at Holy Trinity, Marylebone, W. (Vincent). 
In tone it resembles a Cor Anglais with a touch of Tuba quality (not power) 
addctd. Sec also Kkrophone. 

Scarpa— 4 ft A Clarion at Salzburg. 

Schalmey— Schalmei. See Chalumeau. 

SCHARF—(Gei. « sharp), (i) A prefix signifying “of sharp incisive 
toned' (2) Sharp Mixture. 

Scharf-Regal—See Regal. 

Scharfflote— A Flute of bright incisive tone. 

Schlangenrohr— (Ger.)Schlange * serpent Rohr = reed or tube. 

Schnarrwerk -(Ger.) Schnarren « to grate or rattle. 

An a,rc‘haic (Rinnan term applied to denote reed work, collectively. 
1 o()rcr Immorou.sly remarks that reeds may be divided into two classes— 
Seluiarrwerk and Narrwerk (tomfoolery) I Schnarrwerk sometimes 
de.signate<l a form of Regal. 

Schon (Ger.) beautiful. A prefix synonymous with Lieblich:— 
Se, b d u god (;<; k t, Sell on | )r i n zipal 

Schreicr ..-Schreierpfeife, Schryari. (Ger.) Schreien = shriek, screech or 

scream. A bigh»])itchcd screaming mixture. Fortunately obsolete. 
Fhough the hu.sk be flown, the kernel, nevertheless,* remains in the 
])rinei[)le, or rather lack of principle, of the III rank screeching apparatus, 
still an arre.sting feature of too many English organs. Such stops should 
1)0 labelled (Rave! to be used with care! At the Barfusskirche, Erfurt, 
the stop was a sharp-toned Spillflote. At St. Ulrich, Magdeburg, occurred 
a Kleinschreier (CJcr. Klein « small). 

Schufflet-I ft. An octave Twelfth. St. Lambert, Munster (former 
organ). Derivation unknown. 

SCHWEBUNG—(Ger.) - Tremulant. (Ger.) Schweben = to soar or 
hover. 

Schweizerflote—Schweizerpfeife. 8 ft.; occa.sionally 4 ft.; 2 ft.; i ft. 
(Ger.) Schweiz » Switzerland. 

The nanme, like Vienna Flute, has no historical basis. The Schweizer- 
fldte would seem originally to have corresponded to the German Gamba. 
Locher mentions a specimen at Magdeburg Cathedral. Later the name was 
applied to a small-scaled bearded Gamba of very keen penetrating tone. 


L 






142 


DICTIONARY OF ORGAN STOPS. 


Schwiegel— Schwiegelpfeife, SchwiLgel, vStanunentini)f<;ife. ^ Mr. Maitfiows 
derives the name from an ohl (Jerman word, Su(;gala - 
Stammentin is probably derived from ((Icr.) Stamm .stem 
(suggested by the peculiar shape of the i)ii>e). See SprrjJo.dTic 
8 ft.; 4 ft.; 2 ft. 

The Schwiegel was practically identical with the SpilKlote. Hut 
Schlimbach describes it as a Flute stop, of the scale of the Qucrpftulc, and 
voiced like the Bauerflote. Adlung and Tdpfer, however, support the 
other definition. A specimen of the Schwiegel existed until quite recently 
at the Kreuzkirche, Dresden (Jagermann). 

Septadecima—(Lat.) « seventeenth. Tierce. 

Septi«i.cs--(Lat.) Septimus « seventh. See Flat Twenty-first. 
Seraphine—For derivation, see Serafhon. See Physharmonika. 

SERAPHON-REGISTER—The word Seraph is generally (h^rived 
from Hebrew, Saraph « to burn. It has reference to the Bil>li<al 
“flaming angels.'’ (Gr.) » voice. 

The name employed to denominate a class of stops of nov(;l construe* 
tion invented by Herr Weigle of Stuttgart. They are described under 
DoPPELFLO'rE. A Seraphonfldte 8 ft., supplied by Herr Weigle, oc(n,irs at 
St. Sebalduskirche, Niirnberg (Strebel, of that city). 

Serpent—A double Basset Horn. i6 ft. Ulm Munster (Walcker, 1856). 
Sanctissimo Crocifisso, Como,(as Serpentine). 

The instrument of the name (obsolete) possessed a curled wooden tube 
about 8 ft. in length. Hence the name. In order further to enhance the 
resemblance, the body of the instrument was sometimes even decked with 
green scales, the addition of two fiery eyes serving to render complete this 
melodramatic fantasy. 

Sesquialtra. Originally a 11 rank Mixture 
composed of Twelfth and Tierce, or (rarely) Quint and Tierce. 
The component ranks of the stop were thus separated by the interval 
of a sixth, to which fact the derivation of the name is supposed to 
be due. (Lat.) Sextus = sixth. Alter « another, one of two, 
different 

In this country the name Sesquialtera became applied to a III rank 
Mixture sounding, in the bass, 17, 19, 22 above the unison. It was 
also used to designate Mixtures of IV or V ranks. The name is falling 
into desuetude. See Mixture. 

Sexte—(Lat) Sextus * sixth. 

A two-rank Mixture, composed of a Twelfth or Tierce on one slider. 
The interval between the two ranks is that of a sixth. 
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®*»«■*•*> IVriactiaLr©—(Ger.) Scharf. 

A Muturc a>mt.<)sc<l of pipes of high pitch and acute tone, employed 
■) .Kid l).i luu.cy to tile full organ. It should comprise such ranks as the 
I and Scptmie. See Mixture. 


Srffl6te'---C)nomatop(xnc. 2 ft 
A high pitched Hohlfldte. 

SIotted —See Pi erced. 


I ft 


SOLO. 

A prefix signifying that a stop to which it is attached is intended for 
o 0 use, e.g., Soloflote, Solo Diapason, The prefix sometimes also serves 
to indicate a high pressure flue stop of powerful tone - e.g., Solo Gamba, 
8 ft.; Solo Prinzipal-Flote, 8 ft. (a powerful flutey Diapason), at St 
I’ctcrskirche, Frankfurt (Walcker). 

Song 

A pn,!llx itu|>lying a cantabiie character, or a meaning synonymous with 
Solo (.SCO above); s.g., Song Trumpet (Brooklyn Tabernacle, U.S.A.). 

Sonnenzug - (Ger.) Sonne » sun. Zug = pull. 

A stop setting into motion an imitation sun suspended over the organ. 
Gunison Church, Berlin (Joachim Wagner). 

Sordun— Sourdin. (Lat.) Surdus = quiet or subdued (hence also deaf), 
r 6 ft.; 8 ft. See Ranket, Gedampft-Regal, also Viole Sourdine. 

Spillfldte- Spindle Flute. (Ger.) Spill » spindle. 8 ft.; 4 ft.; 2 ft. 

'I'hc Spillfldto was invented prior to the middle of the XVIth century, 
'riu! pipe,s of this stop are cylindrical in form, surmounted by a cone. 
The cone ta[)er,s almost to a point, leaving but a small opening at the top. 
'I'his imeuliarity of construction imparts to the pipe the appearance of a 
ti[)in(llo, whence the name. The tone is bright and subdued, but scarcely 
of any distinctive character. See also Spitzflote. 

SjlitasflLote— Flauto Cuspido. (Ger.) Spitz = pointed, tf. (Eng.) 
Spire. 

The German Spitzflote was originally synonymous with Spillfldte {q.v.). 
Indeed spill and spitz, or (Eng.) spindle and spire are derived from the 
same root. The radical sense is probably that of a splinter, which is 
frequently taken as the type of anything thin and pointed. The English, 
and an alternative later German, type of Spitzflote is described under Cone 
Gamba. A double-mouthed Spitzflote occurred at St Mary Magdalene, 
Breslau. 


Stahlspiel —(Ger.) Stahl = steel. See Carillons. 
Stammentinpfeife —See Schwkigel. 
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stark— (Ger.) strong. A prefix. 

Stark-Gedackt— A Gedeckt of large scale and powerful intonation. 

(Gr.) Sriprwp. Stentor was, in (,lr^,;ok 
a herald before Troy, whose voice, according to Ihancsr, wa,s as 
loud as the aggregate voice of fifty men. <l><oni voice. 8 (t 

(i) A very large-scaled Flute used in Anierica and 
Germany. It is made of either wood or metal, and some¬ 
times with double mouths. The tone is very powerful and 
full As to whether such tones are artistic or merely 
blatant and vulgar depends entirely on their mode of treat¬ 
ment If made of the Idbia Plena style, stops of diis class 
form a valuable adjunct to large organs. Cincinnaii, 
U.S,A. (Hook & Hastings); Collegiate (llmrch, New York 
(Odell); Church of Our Lady of Perpetual Succour, P>ostOD 
(Hutchings Votey Co.). TheStentor})hon luis also been used 
in Germany by Voit, of Durlach in the large organ in 
the magnificent concert hall at Mannheim). (2) A special 
htO[> invented and patented l)y Herr (lari \V(;igl(5, of I'a^hler- 
dingen, near Stuttgart. Tlie mouth extends luilf-way round 
the pipe, as in the case of seme steam whistles. I he name 
Stentorifiion is usually reserved for the Diapason variety of 
the stop. The only example in this country is in the large 
chamber organ built by Messsrs. Conacher for Mr. IL (*■. 
Harris, Castle House, Caine, Wilts. It s[)eaks ori B in. 
wind. Other stops arc likewise made by Herr Weigle of 
this pattern. In the organ built by liim in 1895 for the 
Liederhalle, Stuttgart, occur the following due stops, on 
9 in. wind, constructed according to this styleStentor- 
phon, S ft; Grossgedeckt, 8 ft; Solo-Camha, B ft ; Solo- 
Fiate, Bft.; (pedal) Suh-bass, j 6 ft I'hc Stenlorphon, 
when tested alone, is of defective speech and apt to over¬ 
blow ; the treble, also, is not very powerful It is consider¬ 
ably more effective, and speaks better in combination. 
The Gedeckt, which measures actually 8 in. in diameter 
at CC (8 ft tone), is of full liquid tone, and in no way 
Stentorphon objectionable. The pedal Sub-bass is a powerful, weighty 
Diapason. Gamba is not good. All appear rather windy 

to a listener close to the organ. The full organ is very brilliant and of 
immense power, but could not be endured for any protracted length of 
time. At Einsiedeln Monastery, Switzerland, Herr Weigle introduced the 
following high pressure flue stops:—Stentorphon, 8 ft.; Gedackt, 8 ft.; 
Fugara, 8 ft ; Geigenprinzipal, 4 ft.; Solofldte, 8 ft.; Gamba, 8 ft.; Violine^ 
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8 ft,; :i pt'dal (Contrabass, i 6 ft, employed as portion of the 32 ft, and 
'(Cello, 8 ft. Tim Flutes, the Violine, and the pedal stop are effective, but 
the oth(;ns are not very satisfactory. In both these instruments the power 
of th<i full organ is due mainly to the manuahand pedal Tubas, voiced on 
Willis lines, and -though only on 9 in, wind in the one organ, and ii in 
in the othcr—of prodigious power. Messrs. Telford have introduced into 
the organ built by them at Letterkenny Cathedral, Ireland (1900), a Flute 
and a (lainba of the Stentorphon class. The Flute measures CC, 7 in., 
and the C.'tmba (XCC, 32 in. They are bearded. 

broin the above criticisms it will be evident that in full organ, and 
when well covered with t)owerful reed work, the effect of these stops is 
satisfactory enough. But for individual or ordinary combinational use 
—with the possible exception of the Flute and pedal varieties—they are 
altogether too coarse and hard in tone. Moreover, Stentorphon stops are 
terrible wind gourmands. Tone sufficiently massive and pervading to 
satisfy the requirements of large buildings, albeit essentially musical and 
fr(H! from coarseness, can be obtained by the employment of large-scaled 
stof)s with lealluired lips (see Leathered Lip). There would seem little 
objection to tlu? use of one or two stops of the Stentorphon class in an 
organ of the first magnitude, but the purpose for which they were pro- 
ftjsHcdly dtisigned—that of securing prodigious power from small organs— 
is fals(‘, fatally false, in principle. The result savours too palpably of the 
r/fux ex machina. As was pointed out under Diapason (Section 3), organ 
tone (Tinnot saTisfactorily be built up by the mere conglomeration of a few 
stops of extreme tone. True, much can be done by the use of the afore¬ 
said leathered stops to render moderate-sked instruments more effective 
than they usually arc. In spite of the fact that these stops are deceptive 
in tone, and are, in effect, much more powerful than they would 
at first seem to be, even they, nevertheless, demand extreme care in their 
treraiment™-rnuch more Stentorphons. Herr Weigle's patent rights in 
ICngland for the wStentorphon class of register are now owned by Herr 
Laukhuff, of Wiekersheim, the well-known pipe maker. See also Solo, 

I )Om»KLFJX3TE. 

Stern— See Cimbalstern. 

Still— (Ger.) « quiet 

A prefix implying softness of tone, the reverse of stark. 

Still-Gedackt— 8 ft, 4 ft 

A quiet-toned Gedeckt. 

Stopped- 

A prefix denoting that the pipes of the stop to which it is attached are 
closed at the top with a stoi)per. But see Gedeckt. 
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Stopped Bass. 

For reasons of economy, the [)aHs to a 8tf)|) of ()])en pipes is sonxiiines 
formed of closed pipes, but tlie practice is now resorted to I<\sj; /rrcpiently 
than formerly. In organs built some sconi of years ago, it was not 
uncommon to find one Stopped Bass doing duty lor ibna; or /bur 8 it. 
stops in the Swell organ, and, until quite recently, it wat) cuslomary to 
groove the Dulciana into the Stopped Diapason ISass- rnucli to the 
detriment of the effect of the stop. 

Stojipedl ft., also t 6 ft., 4 ft See (iiDECKT. 

Double Stopped Diapason » Lieblich Bordun. 

SlioppiBd An octave Lieblich (..ledeckt* See also 

Nason, 

Stopped 3Bloii?™tonio Twelftln— See Harmonic 
Stopped Twelbth. 

STOPPED METALLIC— See Metallic Flute. 

Storm Pedal— Thunder Pedal (IT.) ICffuts d’Orage, or 'Fonnorre. 
(Ger.) Sturm, or Donner. (Sp.) Imitacion dc IcinjK^.'aad. 

The Storm Pedal probably originated in the old Drum IValal and the 
German Hummel As made by CavailldColl it was a [jcdal wliich, on 
depression, drew down successively six or seven note.s from flu! boUotn of 
the pedal board upwards. The effect, as may well be im.agined, is reahiaic 
—particularly when the 32 ft reed is drawn. As Mr. Robertson renmrkr., 
the contrivance is.rather superfluous, since a really imposing ttffed (’an ho 
got by sitting on the keys I Manchester Town Hall; S]ier/i(Ll A 11 ku 1 . I lal!; 
Carmelite Church, Kensington (formerly), (all by CkivailldColl); Hc^vill; 
Cathedral (Aquilino Amdzua, 1903), 

Sti?i3Ci.g Gstiiamtoa—See Gamba. 

Sii.ailb^ FluLte^—Presumably from (Lat.) Suavis « sweet, 
luscious. 4 ft. 

A wood Flute, invented by Mr. William Hill It is generally con-^ 
structed with an inverted mouth. Occasionally, the Suabe Flute is made 
of metal The tone is bright and clear, the stop being practically a 4 ft 
Waldflbte. The Suabe Flute is usually found on the Choir organ. 

Suavial —Suabile. (Lat.) Suavis =* sweet, luscious. 8 ft 

A soft-toned Geigen Principal Locher refers to a specimen at the 
French Church, Berne. 

—(Lat) = under. 

A prefix synonymous with Contra or Double. But see Subbass. 
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Sipilblbm»tt BoirRooN. 

‘Sec Bourdon. 

"(Bat) ^ ahovo. 

A prolk synonyunotiH with Octave. 

Si 0 l]pc&l?O€ 3 t#Si#'li^^"«‘'The octave above the octave. A name for 
the I»1fUH;nth. 

'Hio Octave Oouplcr is sometimes rather misleadingly named Super- 
octave (!oin)ler. 

SiwiBli ]Elox* 

Although tiot an organ stop, the Swell box nevertheless exerts so great 
an inllmaicc on organ tone that a few brief remarks relative to it would 
secern to lx; (jHsential to the realization of that comprehensive treatment of 
tonal inaltttrs to which this work aspires. The swell box is a wooden box 
in whi<'h arc; cmcloHcal certain stops of the organ. The front is provided 
with slmticas capable of Ixjing 0[)encd by a pedal on the same principle as 
a VctHtlian blincV^’ by means of a ixxlal operated by the performer. At 
Wona;fit<‘r Cathedra.! Mj. I lt)))(;-Joncs employed a brick swell box, and at 
otlicT churchc;s boxcjs of lath and plasUm There is also a box lined with 
cement at the; Mcmastie Church, ICiusicxJcln, Switzerland, introduced at 
the; fiUg;geslion <T His Cracc; the; Abbot of ICinsicdeln. The solidity of the 
boK, ami the; smooth r(;(l(;<1,ing surface secured by this means, tend materially 
to im resase the; c;ir(;e,tiv<‘n(*Hs of the swedI rmrmic'A “Some years ago, at 
AuKitcHlam Musical Mxhihition, was shown a three-manual organ, each 
dc;paituu*nt of which was cmcloscxl in a separate swell box. The intention 
was that the; tone; of one; manual might be merged into that of another, and 
a soil of tonaJ dissolving vic;w thus he created. Later, much interest was 
inoiiscd whcai Mr. C, A. Audsloy (in T//e English Mechanic) suggested a 
dc;vc;lo[)tm;nt of this idcsi as the nonnal basis of a concert organ. His 
scluum; was to enc.losc; Mute tone in one box, String tone in another, and 
;;o forth. ’'t adopttxl in a very modified form in the monster 

organ d<;sigtu;d by Dr. Audslc^y for the St Louis Exposition, 1904 (Art 
Organ Co., I.os Angc;les, California). 

Whilst gladly recognizing the fact that these dissolving tonal effects 
are oftem of a most pleasing nature, particularly in the case of Cdestes 
(mh f//a.) of varicjci cliaracter, the adoption of any such system as the 


■* 'The Venetian blind, indeed, i.s supposed to have derived the nanae from its 
^imilarily to the swell applied in 1769 to the harpsichord by a Venetian, Birkat Shudi, 
erne of the founders of Messrs. Broadwood’s famous pianoforte industry. The Venetian 
swell was fir.sL adaiXcd to the organ by Green, and soon superseded the original so-called 

Nag’n Head Swell. „ j „ 

t Krorn the author’s “Tonal Desifrn in Modern OrRan Building, pp. iQ and 20. 
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normal basis of tonal design would to the aiilhor seem to he (oitiroly 
subversive of all true principles thereof. At the very outset we are 
confronted with the fact that not only would an entire revolution in the 
music written and arranged for the organ he rendered nceii.s.sary, hut that 
a fair-sized instrument constructed on such a systiiin would lx; entirely 
beyond the control of any single performer. Nor can .stoiis he en¬ 
closed in a swell box without suffering some deterioration of tone. 
The box acts as a kind of “wet blanket” on the tone of the pij)eH it 
encloses. Although this may to some extent be obviated by the ein[)loy- 
ment of increased wind pressure, it nevertheless remains undosirahlc that 
enclosure be recognized as the normal practice; the Iresh tone of the 
unenclosed Great organ should always dominate the instrument. Another 
flaw in the scheme rests in the nature of the crescendo itself. In the 
orchestra the crescendo involves not merely augmented power, but also, 
owing to the increased development of the upjier partials, a very material 
change of timbre. In the swell crescendo we find certainly a fine increase 
of power, and (’tis true) a slight variation of timbre., or “clang tint” as 
Tyndall called it, for the swell shutters do induonce the upper partials to 
a marked extent,* but not by any means .sufficiently to fnx: the crescendo 
of its all too dynamic attributes. It is curious to notice how this striving 
after true expression has unconsciously manifested itself in the introduction 
into the Swell organ of string-toned stops—stops rich in u|)per partials. 
It is on this account that the 4 ft. Geigen Principal, and the Quintatbn 
family constitute such valuable Swell stops, 

But even if this catena of evidence be deemed insuflicicnl, there 
remains the crowning objection that no facility exists lor accentuating 
individual notes of a chord. Obviously, the swell crescendo increases the 
power of the whole chord. When it be recalled how ohjectionahle is this 
drawback—only partially surmounted—in the case of the various mechani¬ 
cal pianoforte-playing attachments, it will at once be realized that the 
objection is fatal. “I do not depreciate the Swell-box; as a mattei of fact 
it is an excellent thing that an organ is not expressive in the sense referred 
to, for much of its dignity and sublimity would vanish. But I have 
invariably found that in acoustically magnificent edifices, such as at York 
Ulm, Strassburg, Einsiedeln, above all Haarlem, the finest crescendo effects 
are obtained, not with swell boxes, but by the building up of stop upon 
stop in rapid succession.”t In a building of unfavourable acoustical 


* This theory finds strong confirmation in the behaviour of the 8 ft. Solo Harmonic 
Flute m the new instrument at York Minster (Walker, 1903). With the box clo,se<l the 
stop appears tolerably free from overtones, but on opening the shutters the fifth upper 
partial (sounding a twelfth above the note speaking) is brought out most prominently! 

t Ihid.^ p. 21. 
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])rop(‘rtJ(Ns, on tlu; oiIrt hand it is ofLcn an excellent expedient to enclose 
till! j'.r<!;iU!r i)orticm of thti organ. I'Voni the above remarks it is not by any 
tncan.'i (o ho implied that the organ is a soulless, expressionless instrument, 
by ni<;atiH o( the dynamic Swell crescendo, rapid stop manipulation, and 
bold pina.'.iiig, it k pos.sihle to infuse considerable vitality into organ 
nuisic, 

Swiss Flute— See Schweizerflote. 

Syring 3 L“- ft. An ordinary metal 4 ft. Flute in the Exhibition organ, 
York) bears this name. Why it received such an extraordinary 
title is unknown; it has even been suggested that the stop was 
provided in case of fire! Possibly the name was a corruption of 
Syrinx, the Pandean Pipe, or (Gr.) avplyyioy, diminutive of a-upiy^. 


T. 

Tambouririe^-— ^ found in ancient specifications. 

Tapada -(Sp.) ^ slopfied. 

Tapadillo (Sj).) Stopped Diapason. 

Tarantantara. 

A name for the Trumpet found in ancient German specifications. The 
c)nomato|)(eic origin of this name is very apparent! 

Tenoroon--i6 ft. 

A mune frequently applied in the middle of the last century to a 16 ft. 
flue stop, usually Bourdon, extending only to tenor C on the manual of 
Englisli organs. The instrument bearing this name was really a tenor 
Hautboy. 

Tenth —(Lat.) Decima. A Double Tierce, 31 - ft. on manual, 6f ft. on pedal. 

TERPODION—(Gr.) ripreiv « to delight = a song. 

A Gamba with a very wide low mouth, of keen tone though defective 
speech. It was invented by the firm of Schulze and first inserted in their organ 
at Halberstadt Cathedral (1838). The instrument, invented by Buschmann, 
of Berlin, in 1816, consisted of sticks of wood which were struck with a 
hammer. The accompanying the speech of the organ stop was 

supposed to be representative of this percussion. Such defective speech is 
fortunately no longer tolerated. Bremen ; Wismar, 1840; Lubeck, 1854; 
Doncaster, 1862; (Schulze). St Paul, Southport; Brunswick Chapel, 
Leeds; (Booth, of Wakefield). 
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Terpomele—(Or.) ^ to delight. song. 

A free-reed stop inserted at pR!auvaLs (hithodrul (i8a7“29). The pipes 
were of Euphone sliape. The wind pressure was variable at tlu! option 
of the player, and the stoi), therefore, open to expressiv(,i use. See 
CONOCLYTE. 

TERTIAN—Terzian. (Lat.) Tertius - third. 

A Mixture stop found abroad It consists of 'Fierccj and l.arigot. The 
name is derived from the interval separating its constituent ra,nks, 

TERZ—(Ger.) « Tierce. 

Terza Mano —See Octave Coupler. 

Terzian— See Tertian. 

Theorba —16 ft. 

A reed stop included in the specification of the organ at Kdnigsherg 
Cathedral (1721), The Theorba was a variety of Lute. 

Thun bass —Tonbass. An ancient name for Gedac’.kt. 

This name probably originated in the fact that stopped piiHis are said 
to be of such and such a length (htdet'kl, 8 ft. tone. 

Thunder — (Fr.) Tonnere. See S'I’orm Pedal. 

Titoicii-(Lat) Tibia a shin bout*, hence leg. It Is snpfiosed tliii.t 
originally the Flute was made from the legs of cranes, or otlier 
birds. (Pliny, Ep. 16, 36 seu 66.) Ilerux;,.rp/zorZe///. (Lain 
Lat) Tibia =» a pipe. 

The Tibia was a Flute giving several notes from the one j)ip(* by nusms 
of finger holes; whereas the Fistula corresponded with tlu; I^aif.s Pip(‘s. 
The word Tibia has consistently been adapted to the nomerxdalurc of 
organ stops on the Continent for some centuries. The Tibia, Majt^r was 
used by Schulze at Doncaster (1852). Some very imperfectly infornusd 
peisons have actually laboured under the strange miscrmception that its 
use in such terminology was initiated as a bombastic aju^ on tlic 

part of Mr. Hope-Jones ! The word 'fibia is now used in this country to 
denote a quality of tone of an intensely massive, full and clear charact(;r, 
first realized by Mr. Hope-Jones, though faintly foreshadowed by Bishop 
in his Clarabella, It is produced from pipes of very large scale, yielding 
a volume of foundation tone, accompanied by the nainimum of harmonic 
development. Even from a purely superficial point of view the tone of 
the Tibia family is most attractive; but further, its value in welding 
together the constituent tones of the organ and coping with modern 
reed-work (see Diapason, Section 8) is inestimable. It possesses the 
peculiar faculty of “getting at the back” of all other combinational stops 
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and of adding to them a cohesion' of tone and a dignity so entirely in 
kiaiping with tlic true and ideal cliaracter of the ‘‘King of Instruments.” 
Ami, to avoid possible misconception, let it here be stated, once for all, 
tha,t in thus strenuously urging the need in a non-expressive instrument 
like tlui organ, of this massive quality of tone, the modern school of tonal 
arehiteelurci does not for one instant advocate the reduction of the whole 
foundation of tluj organ to this standard. I’ibia and Diapason are not 
synonymous terms, and the modern leathered Diapason, whilst preserving 
a due proportion of fundamental dignity, must act as the predominating 
inlluence which shall hold the mean between Tibia, Gamba, and reedwork, 
hUauling at the same time with the Principal which constitutes the 
connecting link between the foundation work and the “ upper ” work of 
the organ. One of the cardinal principles of modern tonal design is the 
abolition of excessive Mixture-work in favour of the process of building up 
brilliancy from within the foundation tone itself. It is, nevertheless, a 
fatal mistake unduly to sacrifice foundation and dignity at the altar of mere 
“ pyrole.cbnic ” display. The problem is dealt with from various aspects 
under Diapason (Section 4, et seq.). In fine, it is only necessary in 
exfilanalion of iha modern attitude, to observe that the rightful claims 
of mutlusr dignity and purity of tone, nor brilliancy, are disregarded. 

Tibia Angusta— (Lat.) Augustus « narrow. 8 ft. 

A very narrow scaled Flute found in some German organs. It was 
Kometiuujs biiarded, and then known as Tibia Angusta Barbata (sic/). 
Akin to Dulzflotc. 

Tibia Aperta~(Lai) Apertus - open. See Fugara. 

Tibia Bifara— See Bifara. 

WllblaBl* (Lat.) Clausus » closed. 8 ft. tone. 

The Tibia Clausa is a wood Gedeckt of very large scale, furnished with 
leathered lips. It was invented by Mr. Hope-Jones. The tone is powerful, 
and beautifully pure and liquid. The prevailing fault of the modern Swell 
organ is, perhaps, the inadequacy of the Flutework. One small Gedeckt 
or Rohrfldte is not sufficient to cope with the modern Gamba and Geigen 
or Diapason, to say nothing of reedwork. The fluework of too many 
modern Swells is thin in tone. It was the recognition of this shortcoming 
which led to the invention of the Tibia Clausa. The Tibia Clausa is to 
be found in the Swell organ in many of Mr. Hope-Jones' instruments. Ir 
U.S.A., St John's School, Manlius, N.Y.; Park Church, Elmira, N.Y 
(Hope-Jones and Harrison). CC, 7 f in. x si in.; Mid. C, 2^ in. x 
ijf in. Mouth cut up about half its width. See Tibia, Tibia Minor, 
Tibia Plena. 
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Tllbi^ -(Lat.) Durus - hard. 4 ft. 

A st(>i) of Mr. Ittjpii Joncs invention. The original pattern of Tibia 
Dura was c.otiiposed of open wood pipes of extraordinary shape. The 
piixi at tlu; base was l)roa<l though shallow, but increased in depth as it 
ascoiKhid. 'I’lui back c»f the pipe remained perpendicular, but the front 
lull outwards at such an angle as to render the pipe square at the top. 
'I'hc sid(!S wen,! set i)arallel. For some occult reason the pipe-foot was set 
iti the cap. 'I'hc stop was provided with leathered lips. The sole example 
of the 'I’ibia Dura, made after this manner, is in the Swell at St. Paul, 
Buiton-on-'rrent. 'I'hc tone of this stop is bright, hard and “searching,” 
an<l struck the author as very similar to the Jardine Clear Flute. It was a 
mere prol)ationary and tentative experiment of no intrinsic worth. More 
rec.cntly, howtiver, Mr. Mope-Jones has succeeded in the production of the 
same tone from a pipe of more reasonable construction. It is made of 
hard woo<l, with the mouth on the wide side. The new pattern of pipe is 
narrow at the ()!tsc from back to front, but as it ascends both back and 
front move outwards, though not sufficiently to render the pipe square. 
'I'lic .stop is largely used by Messrs. Ingram & Co., of Hereford (successors 
to Ingram, Iloiie-Jones & Co.). Warwick Ca.stle; Wesleyan Chapel, 
Warwick (Ingram, Iloptt-Jones & Co.)j Parish Church, Loughborough; 
Mrilbournc 'I’own Hall, Australia (Ingram & Co.). The Tibia Dura has, 
also bc(!n used by Mr. Ilope-Jones in America.* 

Tllbia. jytajoi?— (Lat.) Major = greater. 16 ft; 8 ft 

'I'hc name is tiinployed in Cermany to de.signate a manual Flute double, 
usually of !itop])ed pipes. A stoji of this description was used by Schulze 
at Doncaster Parish Cluirch (1852). 'I'he name is also used in Germany 
to denote an open 8 ft. Flute corresponding to our Hohlflute, but of much 
fuller and more massive tone. It is frequently employed on the Great 
orgiut. 'I'he 'I'ibiti Major may be described as a Tibia Plena made of less 
imnienHc scale. 


Tilbia* JVi:iM.OJ?--(Lat.) Minor = smaller. 8 ft.; 4 ft- 

In Germany a large-scaled Gedeckt, the word minor merely having 
reference to pitch. The name is used by Mr. John H. Compton, of 
Nottingham, to designate a stop of his invention. Whilst German builders 
frequently use a large-scaled full-toned open Flute (see Tibia Major) on. 
their Great organs, Mr. Compton prefers to employ a pipe of the 

Tibia family, as conducive to better blend. The Tibia Minor bears some- 


* For the first pair of illastrations the author is indebted to the kindness of Dr. A. B.. 
Plant, of St. Paul’s, Burton; for the second pair to that of Mr. Eustace Ingram, jun., 

of Hereford. 




*54 


DICTIONARY OK OKOAN KTOI'K, 



’Metal Tibia Minor 
.(Compton), show¬ 
ing narrow mouth 
and leathered Up. 


resemblance to Mr. Ilopo-Joncs’ 'I’ibiu c;iausa, but b«in;' 
destined more for use on an opt;!) soiiiulboaril diffttr.s in 
some important respects, 'riic stop is now gmicraHy 
made of wood, tliough several speciinous liave hettn 
made of metal. In all cases the U))iH;r lip is leathered. 
The tone of the I'ibia Minor is extraortlinarily tiffcctive. 
In the bass it is round and velvety with a siiS))icion of 
smooth French Horn quality. In the trcliht the tone 
becomes very clear and full, '(’lie top notes of the stop, 
indeed, bear in them some re.seinblancc to the full liquid 
notes of the Ocarina, though free, of course, from the 
undesirable features of that iustrument. Whilst entirely 
devoid of the objectionable booting tjuality sometimes 
displayed by powerful Flutes, it fonns a solo stoj) of 
remarkably fine effect, and in combination serves to add 
much clearness and fulness of tone to the treble, and, 
in general, exercises to the fullest extent the bencddal 
characteristics of the 'Pibia class of sto)) already detailed 
(see Tibia). If only by rea,s<m of the faculty so advan¬ 
tageously exerci.sed, of thus mollifying and enriching 
the upper notes of other stops too odeii jironc to 
become hard, strident and thin in lone-■ (he Tibia Minor 
deserves recognition as one of the most valuable of 
modern tonal inventions. All Souls’, Radford, Notting¬ 
ham; Emmanuel Church, Nottingham; (J.M. (<’. Church, 
Stapleford, Nottingham; Baptist Church, Staiilcford, 
Nottingham; HucknairPorkard, Nottingham; Emmanuel 
Church, Leicester. An average scale for a CC wood 
pipe may he taken as, CC, 6 in. x 5 in., the mouth 
being cut up if in A CC metal pipe measures as 
much as 6 in. diameter. 'I’he mouth is narrow. 


TIBIA MOLLIS—(Lat.) Mollis = soft. 8 ft.; 4 ft. 

The stop invented and so named by Mr. Hope-Jone.s is a Flute of 
soft tone. It is composed of open rectangular wood pipes. The mouth 
which is very long, is vertically placed—r.«., instead of running across the 
pipe in the usual direction, is parallel with the sides of the pipe. The 
wind is carried up one corner of the pipe for a considerable distance, and 
blown in a thin sheet across the body of the pipe into the mouth, 'fhe 
lip is inverted. The sole example is at St. (]leorge, Westcombe Park 
Blackheath. The name Tibia Mollis is also employed by Mr John h! 
Compton, of Nottingham, to denote a variety of his Tibia Minor (jy.».).' 
The mouth is less wide, and the tone more subdued than that of the 
iparent stop. 
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’I'ltoljBi. JPl.eM.aBfc“-(Lat.) Plenus •= full. 

'I'h(! 'ril»ia Plena is soinetinie.s named Tibia 

Major, Major IHule(see alsoS tentorphon). 

'I'lie 'I'ihia Plena was invented by Mr. Hope- 
J<>nc:fi, atnl first introdneed by him into the organ 
at St. John, Birkenhead. It is a wood Flute of 
viiry large seale, with the mouth on the narrow 
siiUr of the pipe. The block is sunk, and the lip, 
which is of considerable thickness, is usually coated 
with a thin slrij) of leather to impart to the tone 
the rwiuisite smoothness and finish. It is voiced 
on any wind pressure from 4 in. upwards. The 
'Pibia Plena is the most powerful and weighty of all 
the Tiliia tribe of stops. It is, therefore, invaluable 
in large instruments. When used in organs of less 
amhitiou.s jiretcnsions, the scale of the stop needs 
considerable reduction if an exaggerated effect is 
to lie avoided. A curious acoustical phenomenon 
is HOinetiines to be observed in connection with 
thi.s slop, for in the immediate neighbourhood of 
the pip(! a laint undertone, one octave below the 
normal (litch of the pipe, is often apparent. The 
<;anse of this has not yet been expounded. The 
'Pibia Phma is sometimes noticed to have the 
effect of toning down the harshness of a Diapason 
when msed in coinlnnation therewith. The name 
Tiliia Plena has also been used in America. Used 
by the ITutchings-Votey Organ Co. it has served 
to denote a large-scaled metal Flute, heavily blown 
(Yale University). The Tibia Profunda {q.v.) and 
'Pibia I’rofuncli.ssima are the 16 ft. and 32 ft. pedal 
extensions of the Tibia Plena. Worcester Cathe¬ 
dral; Collegiate Church, Warwick; Victoria Rooms, 
Clifton ; St. Mark, Brighton; St. Saviour, Oxton, 
Birkenhead; St. John, Birkenhead, etc. In U.S.A., 
Christian Scientist Church, Denver, Colorado 
(Austin Organ Co. and Hope-Jones); St. Luke, 
Montclair, N.J.; Park Church, Elmira, N.Y. (Hope- 
Jones and Harrison). At Worcester Cathedral 
■ the stop actually measures:—CCC (pedal), iSj- in. 

X itI- in. ; CC (manual), 9 in. x ylf > "I- 
5 .;^ in, X 4| in. ; Mid. C, 3t in. x 2^ in. ; cut 
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Up I to I*, A treble C pipe in tlie aiilhor’.s [)OSHGHsiou, »na<'le by Mt^a.sr.s. 
Norman k Beard, measiires ia x r in., tlie upper lip beiiiR out 
up f in. 

'Tibia. JP**oJfia.a 3 Ldla—16 ft 

TIBIA PR0FUNDIS^IMA--32 ft (Lat) Profiirulis - (hep. Pro- 
fundissimus « very deep. See Tibia Plkna, 

There is a very powerful example of the former at St Mary\s (lollegiate 
Church, Warwick (Plope-Jones). 

Tibia Rurestris —(Lat) JRus » country. See BAUERFLdXE, 

Tibia Silvestris— (Lat)—Silvester » appertaining to a wood* See 
WaldflOtf. 

Tibia Vulgaris— (Lat) Vulgaris Common. Common pipe* A name 
for BlockflOte. 

Ti©l?C 5 ^—(Ger.) Terz. (I.at) 'I’crtius third. Manual if. ft; pedal 
3-1* ft. It also occurs in old organs as 6| ft., and raiasly as i 2 ^ ft 
A mutation stop drawing separately or in conjnneiion with other 
Mixture ranks. The Tierce is normally pitched at a sevemKamth al)Ove the 
unison. Its use is discussed under Mixture. 

TIERCINA—8 ft. tone. Hope-Jones stop. 

A novel stop, bearing this title, was inserted in the Clioir organ of the 
fine instrument erected in Worcester Cathedral (Hope-Jones, 1807), 7 Te 
Tiercina is constructed of stopped tin pi[)cs of very small scale and l)earded. 
The stoppers are solid, the windway, and bore, small. The main .slruciural 
peculiarity of the Tiercina is a sort of shade projecting over the top of the 
mouth. The Tiercina yields a reedy ground tone, a trace of the first uiifx.T 
partial (twelfth), and the second upper jiartial (tierce), sounded in ccpial 
proportion to the ground tone. The general effect of this stoj) is most 
peculiar, and in combination the Tiercina is instrumental in the pro¬ 
duction of many rurious timbres. The pipes are, unfortunately, of 
very delicate constitution, and readily thrown off their speech. The 
specimen referred to was voiced by Mr. J. W. Whiteley, The Tiercina 
also occurs in the monster organ exhibited at St Louis Exposition, 1904 
(Art Organ Co.). 

Tolosana— The name occurred in the specification of the former organ at 
Seville Cathedral, as given in Hamilton’s “Catechism of the Organ” - 
and in Hopkins’ and Rimbault’s treatise. It appears to have been 
an ordinary stop named after the town of Toulouse. 



DICTIONARY OF ORGAN ST'OPS. 


^57 


Tonitru (Lat.) - -a a rambling sound, thunder. A name applied by Mr. 
Hope Jones to a 64 ft* Resultant Bass. 

Tonus Fabri '‘»(Lat*) Tonus m tone, Faber « a metal-worker or black- 
smitlu See (Jr.OcicuKiN, and Campana. 

TRANSPOSITION STOP-Transposition Switch. 

A slop or switcli controlling a mechanical device for transposing the 
I)it(:h, This is accomiilLshed by the medium of a false keyboard or a back¬ 
fall arrangement, or in the case of electrical instruments it can be effected 
l)y means of the contacts, A transposing device is a valuable adjunct to 
small inslniments intended for village or mission churches, unlikely to be 
abht to command skilled performers. It is a useful feature of Mr. Casson’s 
Bosilive Organ, and some other similar instruments. The transposing 
keyl)oaTd is no novelty. It is mentioned by Arnold Schlick in his book, 
published as early as 1511, One was also introduced in 1730, by Michael 
Fnghvr, into his organ at St, Nicholas, Brieg. 

TRAVKRSO^'«TRA¥ERSBASS»»-See Flauto Traverso. 

Tremulus » shaking, cf. (Eng.) tremulous. 

Invented on ilut Continent about the middle of the XVIth century. 
An applianci^ introduced into the organ for the purpose of disturbing the 
wind sup])ly to certain stops, and of lherel:)y inducing an undulation in 
ihftir tone. According to its disposition relative to the wind-distributing 
portions of the organ, the Tremulant may so be arranged as to act on the 
entire instrument, on some individual departmental division or group of 
stops, or itvm on a single register, llie earliest known reference to the 
uuo of th(j Tr(inmlant in this country occurs in connection with Dallam’s 
organ at King’s (h)llcge, Cambridge (x6o6), in which it figured as ‘'ye 
sl’iaking stoppe.” bather Smith (St Mary-at-Hill, Billingsgate, 1693), and 
Snctzler likewise used “Trimoloes.” The primitive Tremulant, which 
consisted merely of a valve situated in the trunk and caused to flutter by 
the wind encountering the resistance of a spring, must have been a very 
noisy and imperfect contrivance. Indeed Schlimbach* delivers himself of 
the following remarks: “ Such an undulatory stop [the Bifara] must be most 
welcome to the organ player, since a right-minded organist can scarcely use 
the Tremulant, so gimcrack is it usually (indem sie gewdhnlich so beschaffen 
sind), as to be insufferable or even ludicrous.” The first improvements of 
any consequence appear to have originated with the Parisian builders. 
Subsequently Messrs. Hill and other London builders carried on the task 


*p. 163. 
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of amelioration. The laU^ Mr. Mcnry Willis in 1853 patenUjd a (onn of 
Tremulant, the speed of whi('h was r,apal)le of modiraation ao(a)r<liii|' 
to the degree of de[)ressioti of a pedal, Mr. (Jasson in 1889 introdiKual 
another variety, yclept “Vibrato/’ a silent Tremulant of delicate b(‘a,t, 
varying its speed accortling to the jiosition of the; Swidl louvres (Omagh, 
Ireland), The artistic value of this device cannot b(^ oveuTated. The 
dead beat of a Tremulant running at one sjieed tends to ruin the (dTect of 
a slow and impressive on a dulhtoned stof), such 

as a Gedeckt or Harmonic Flute. The Austin Organ (>)., of Hartford, 
U.S.A., employ a “ Fan Tremolo,” somewhat similar to that employed in 
American suction organs. It consists of a double-hladed fan susp(mtled 
over the pipes, and is driven by four motors coupled in pairs and actuated 
by the pipe wind. The effect of this Fan Tremulant is musical and 
pleasing, the sound waves being acted upon generation. The hesat 
is less pronounced in the bass, and does not partake of the heavy sledgiD 
hammer thump which so rapidly becomes wearisome to the ear (See 
Bocrschwebung). There is an example at the Baptist CJhurcli, Rushden, 
Northampton. Mr. Willis sometimes secured very satisfactory results merely 
by the employment of a large free-rced inserted in the wimbehesL M,ost 
modern Tremulants are so constructed that their sjieed is adjustalile from 
within the organ. The Vox Humana reipiires a Tremulant of rapid beat - 
a Vibrato, in fact^—but in the case of most other stops, wheth(,;r flue or 
reed, one of less rapid pulsation is ordinarily conducive to sufxtrior results. 
Of course, those good folks obsessed by the fixe of rlpp'dly austere 
and orthodox “legitimate” organ music, those who will l)rook no such 
sacrilege as an “orchestral transcription,” regarding the organ as a mere 
mechanical machine for the grinding out of stoichiornetrically accurate 
counterpoint, find themselves unable to tolerate the imbecile mock'«pathoH 
of the Tremulant At the risk of incurring the ridicule of these imristie 
Hobbites, let it here be suggested that a well equipped organ might 
profitably include two varieties of Tremulant, one of the mbnUo or fan 
type, and one of powerful, slow pulsation. (See remarks under Viole 
d’Orchestre). That stops under the influence of the Tremulant should 
never systematically be combined with those not so affected is an 
injunction, the wisdom of which is self-evident, 

Tremulants frequently have the undesirable defect of unduly disturbing 
the pitch of the stops they affect. On arresting the action of the Tremulant, 
it will be found that the pitch of such a stop as the Vox Humana (the 
pipes of which exercise but little control over the tongues), for instance, 
will sometimes have been deflected to the extent of nearly a quarter of a 
tone. This fault may probably be attributed to the very powerful springs 
often attached to Tremulants. Difficulty is sometimes experienced in 
inducing Tremulants to act, when the organ reservoirs are of the single-rib 
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.•pnrif.; type, a (lilllGiilty which can only be surmounted by employing a 
vttry Lm-gc; and powerful type of Tremulant or the Fan Tremolo. 
Triangular Flute- —See Hohlflote. 

Trichter-Regal—See Regal. 

Trig6sinia“prinia“--(Lat.) *« thirty-first. 

Xrigesima^sexta*— (Lat) »» thirty-sixth. 

Trigesima-tertia—(Lat) » thirty-third. Found in old Italian organs. 
Trinona ^8 ft.; 4 ft. a sweet and soft-toned Gamba. 

A .s[)e(!imen made of wood occurs at St, Vincent, Breslau. 
TriplettC“-A III rank Mixture. 

1 he name was formerly used by Messrs. Bevington in the same manner 
as Doiililette has been employed by French builders. An example existed 
in the Apullonicon at the erstwhile Royal Colosseum, London. 

T'l?oiari.ba“--F'or derivation see Tuba. 8 ft. ; also 16 ft. 

A |)Ow<.ir(ul 'rnim[)et of smooth, full tone, in contradistinction to the 
Fo,s;uim% which i.s a powerful Trumpet of rather “free” tone. The 
1 romha, in akin to the I'uha Minor. There is an excellent example at 
AH Snints^ t !hurch, Notting Mill, W. (Norman <k Beard). Included in his 
M.S. rollcction ot scales, the author finds the following particulars of a 
Pfidal Tromba (Hue), c6 ft., made by Schulze. Wood pipes of inverted 
-coni({iJ shape:—(;C(; pi()e, 16 ft long, and 5 in. x sin.; top of pipe, 
7 1 in. X 7?j in. Made of J in. “stuff” planed to in, at top. Pipes 
slotted, and fitted with roller, and bevelled cap; mouth cut up 

Tromba Bastarda»— A “crashing” Trumpet of the Posaune type. 
Px.i.starda is a piece of ordnance. See below. 

Tromba Batalla— A ringing, clear-toned Trumpet. Battle Trumpet 
See below. 

Tromba Campana— A Waldhorn of reed pipes. See below. 

Tromba Real— Tromba Regal =» Royal Trumpet (of grand tone), 
or a Trumpet akin to the ancient Regal. 

)Cxamplc.s of Trumpet stops bearing these titles occurred in the former 
organs at Seville Cathedral. Inhere was probably little distinction between 
the tone of tliese registers. It is said that the reeds found in most Spanish 
organs are of excruciatingly blatant tone. 

* Thifi type of reservoir is much to be preferred to the customary weighted variety. 
The springs re.spond instantaneously to the slight demand for wind, whereas a weighted 
reservoir di.sturb.s the wind supply by reason of the inertia of the weights. Provided that 
a ventil preventing the upper board of the reservoir from too large a travel is inserted, it 
will be found that the inward fold of the rib will compensate for the increased tension of 
ithc springs* 
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Trombone. 

(wood). 


nr*y<>Tyyi-l^ •“ dcriviiiio!i, mchj I (fba. i(> ft. 

Contra IVombonc, 32 Tt. ((<cr.) Poiiaiuu; • " I rom- 
bone. 

The two names are here (listinguislual, sintui in this 
country Posaune is ordinarily restricted to tluj tnamial. 
Posaune 16 ft and Contra-Posaaine 32 ft occur, howcjver, 
at Westminster Abbey (Hib), and (.otitra-Posaune 32 IL a.t 
the Albert Hall, London (VWllis, 1871). In these inslaiu’es 
it would appear lliat the natne Posaune is employed to 
denote a stop of more intense character than the umial 
Trombone, The Trombone is a reed siof), variously 
represented in this country. On the manual it may be held 
equivalent to Double Trumpet. 'Phe word 'rrombone is 
usually employed to designate any pedal reed, of i6 ft. ])itch, 
more powerful than a Contra h'agotto, the nanuj Htnnbardc 
having now fallen into comparative desuetude. I he pi[)es 
of the Trombone are made of either metal (usually of zinc) 
or wood. They are of inverted conical shape;. In the 
successful voicing of all powerful pedal reeds heavy wind 
pressure is, of course, a siua f/uA mm. The lowest [)i[)(!S of 
32 ft. reeds are generally provided with some pneuinalic 
device for facilitating their prompt speech. 'I’his takes the 
form of a motor or motors c(mnectiid with tlu; tongue, a,ud 
so arranged as to l.)e(;oine inflated (Ui th<; dc'pressitm of the 
pedal key. The rapid inflation of these m(U,ors serves to 
destroy the inertia of tlie tongue. Messrs. Hill w(;reamongst 
the first, if not the first, to adopt the use (d‘ the [meimiatic 
starting device. This firm has employed two moUms, one 
to start and the other to check, the tongue. 'Phe same 
arrangement has recently been utilized by Mcjssrs. Walker 
at York Minster (1903). The more usual plan, adtq)ted by 
Willis, is to employ one motor holding the tongue, when 
out of use against the face of the reed (see Figure). 'Phis 
pattern was used by Messrs. Hill at liirmingharn Town Mall 
(1835). At Sydney Town Hall (Hill, 1889) exists the only 
real 64 ft stop in the world. It is a beating reed. Accord¬ 
ing to Mr. Elliston (“Organs and Tuning”) it is said to 
resemble in effect a Kettledrum. See also Teomba. 


Trommel —(Ger.) Trommel =* drum. 

The word is of onomatopoeic origin, the sound representing the rolling 
of the drum. See Drum Pedal. 


Trompete“-(Ger.) =» Trumpet 


Section of Pneumatic Starter for 32 ft. Reed. 

Wind enters the boot at and, passing through the channel b, inflates the motor M. M carries with it 
the wire «? bearing the wad W, and thereby releases the tongue T, which is at once set into motion 
by its elasticity. 
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Tronipeterengel““'-(Ger.) 'Frompeter - tnnnpeter; an|'cl. 

An angel, situated in the case, blowing an iinilalion 'rrunij)el. In 
some cases facilities were provided for tin; nioveinenl ot this 'rrinnp<*t 
to and from the mouth. Garrison Ghureh, Berlin; (Jarrisoti (diurdi^ 
Potsdam (Joachim Wagner). 


TROMPETTE-^.(Fr.) « Trumpet 




Trumpet. 


TROMPETTE-A-CHAMADE— See Kan 'Frumfkt, 

Tx?oJDflLpette He<j 'FuaA. 

Trornpett(!; (Ger.) 'rroinpel<'. l^ur 
derivation, see 'Fuba. 8 ft. DouhUGFninijjel, i6 ft. 

A powerful chorus-reed usually foinid <m tlu? Great orgarg 
though occasionally on the Swell, and very rarely on th(! Ghoin 
The pipes are of metal, and of invcTUal rcmicsal shajx;. 'Flu? 
tongues generally exhibit a considerabhi d(*grec of curvature. 
Mr. Hermann Smith, in “Modern Organ d'tining,'^ as.scrts 
that “the Trumpet in the organ has harmonics, whi<’li from 
their clang we may judge to cxt<aid beyond tlu^ Iwcnlietli.*^ 
It is due to the fact that reed stops ar<j singularly wealthy in 
these higher dissonant overtones that th(7 so (refjiamlly tail 
in their blending attributes. 'Fhe onlinary “tVce’Goiu*d 
Trumpet, when of due power, furnishes a (‘onspi< nous (sx- 
empliOcation of the validity of this <*oiit(-ntion. A soft, 
smooth-toned Tuba is vastly more <!rfic:icnl a,rid sraviceable 
than the customary Great organ 'Frurnfrel. Gnlikr! the latter, 
it is available as an effective solo .slop; in eombinalion also, 
being les.s raucous in tone, it is dislitrguislutd by siprerior 
blending properties. Whereas for ordinary reed etlccts modern 
Swell reeds should amply suffice, the Great organ h’uba Minor 
or Tromba may be used in a manner analogous to the oreliestral 
“brass.” It is inadvisable, on the other hand, to voir'c. Swell 
reeds too “thick” in tone, as the fact of their enclosure has 
to be taken into account. Nevertheless smoothness of tone; is 
not necessarily concurrent with this “ thick ” or “ close ” 
quality. 

It is important fully to grasp the fact that modern tonal 
design has in no small measure been modified by the develop* 
ment of the Swell organ as a potential factor of the tonal 
scheme, demanding recognition. We have already witnessed 
(see Diapason, Section S) how that the sudden metamorphosis 
of this department from a mere Echo organ into a highly 
important constituent feature of the organ, accomplished by 
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ihi) iaiin’ovcd reed work of Willis, rendered necessary a corresponding 
c‘Xi)anHion (if the tonal functions of the fluework of the said department 
At the. tinu? when it became the custom to introduce the Trumpet as the 
< Irtail (u’gan prinuiry reed, the reed-work of the Swell had not yet attained 
to iu> present dignity or pitch of perfection. And, further, as has been 
})oinied out (see su/f Mixture), the whole principal of tonal design was 
ih<;n conducted on a radically dissimilar basis. Power was secured by the 
so called extension of the foundation of the organ by Fifteenths, Mixtures, 
and so forth. Now tliat mere mechanical limitations no longer offer impedi¬ 
ment to the development of tonal design along natural channels, we aim 
at cohesion and homogenity of tone, striving that the many may become 
one instead of the one diverging into the many. It is with a view to the 
realization of this ideal that the modern school has introduced the Tibia 
(r/.p.) class of tone, m.ges so insistently the necessity of smoothness of tone 
in (thorns reedwork, and even goes to the length of building up the greater 
portion of the necessary brilliancy of the organ direct from the foundation 
work itself, instead of by the external application of a disproportionate 
anumnt of heterogeneous Mixture-work. 

On a well"ec[ui])ped (llioir organ, such as is found in French instruments, 
in llui capacity of a soft chorus reed, a quiet Trumpet would be^a decided 
ac(|uisition. l^etwecn the bass and treble of the old-fashioned Trumpet a 
<1 if dressing hiaiu$ is generally apparent. To secure purity of tone, and, at 
the same lime, to remedy this lack of balance, the treble should invariably 
be of Imnnonic structure, tlie stop being planted on a fair wind pressure. 
Nmallcsfi to say, the orchestral Trumpet is more closely represented by a 
soft, smooth Tuba, than by the organ Trumpet. The Double Trumpet is 
ufuudly (fitlier identical with, or slightly more powerful than, the Contra 
hagotlo. h'or Ilarrnonic Irumpet, see Iuba. 


Fuba Mirabilis 8 ft;, also i 6 ft; 4 ft- (Lat) Tuba =* 
IVumpet (Russ.) Truba; (Bohem.) Truba, Trauba are related to 
(Lat.) Ihiba, as (It) tronare to (Lat) tonare. (Lithuanian) Truba 
- a herdsman's horn; (Portuguese) Trupetar = to make a noise. 
The introduction of the r accounts for such radically identical 
names as Trumpet, Trombone, Tromba. 

The 'Puba is a reed stop of extremely powerful tone; it is, in fact 
most powerful stop on the organ. It is voiced on ^ 
exact intensity of which is dependent on the size of the 
of voicing affected. The lowest pressure on which a Tuba Mirabilis (w. ^ 
distinct from the Tromba or Tuba Minor, is planted, is about 7 °r 
8 ins. I’he first Tuba, yclept Ophicleide, was introduced by Messr^-H.U 
at Birmingham Town Hall (1835) on a wind pressure of about ” ° 

rl ins. Ansiderably higher pressure-iS ins. or zo ms.-is now frequently 
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Utilized. The lute Mr. Willis in his Tine instruineDts Rt; the Alexandru 
Palace, London; St George’s Hall, Livtirpool; Lmeoln (aulu*<lral; UvS<i<i, 
approximately, 20 ins. Hib liibas at the Albeit HaJl, London, spOidc 
on about 22 ins. In the organ at St Paubs Cathedral, as IlnaJly 
rebuilt by him in 1901, the treble of the Tuba in tlie Dome speaks 
on a pressure of no less than 25 ins. In (ionsidering the (juestion of 
wind pressures it is absolutely essential, in the first jilaee, summarily to 
banish the false idea that heavy wind pnissure is ordinarily employed for 
the purpose of extracting the greatest possible amount of noise from the 
stops planted on it, or, indeed, that it is necessarily [iroductivc of great 
power. In a previous work of the author’s, entitled '‘'fonal I)<5sign in 
Modern Organ Building,” it was pointed out that the main objcjct in the 
use of heavy wind pressure is the production of refnual tone. I his matter, 
indeed, is so important a one, so far as modern organ laiilding is comauaual, 
that the passage (relating alike to flue and reed work) may, [irofitably 
perhaps, be here reproduced. 

“The truth of this view of the wind pressure Cjiujstion is demonslriUtid 
by the fact that Hope-Jones, for instance, has placed in ehajnber organs, 
and small churches, reeds on lo in. wind without any disagretiabh: tdfed 
resulting. His wSwell organs are normally voiced on to in. wind throughout ; 
and, by the production of what are aeknowl(;dged to lx; some of th<,j finest 
Swells in the country, he has demonstrated that lusavy wind can siussiss 
fully be used alike for reeds and flues, 'The softest stop in tluj new York 
Minster organ (Walker), the Echo Dulciana -<1 mere whisper, inaudible 
at the keys unless absolute ([uiet is reigning, and a slop of excjuisiK; quality 
—actually speaks on a pressure of about 8 ins. This pressun; was n,jc|uired 
for the orchestral reeds and Harmonic Flutes on the Solo organ, and, 
therefore, was employed also for the Dulciana. It is a fact tba,t the most 
competent modern voicers find, that, on a wind pressure of modcsraic 
strength, it is possible to obtain greater refinement of tone and promptitude 
of speech, than on a low pressure. Heavy wind pressure is employed, 
therefore, to secure refinement, not noise. In producing high notes of the 
utmost delicacy, vocalists and performers on wind instruments constantly 
employ an exceedingly high wind pressure.” ^ 

M. Vaucanson, who, in 1741, exhibited a most ingenious Flageolet 
playing automaton, calculated that the muscles of the chest of a human 
player had to make an effort equivalent to fifty-six pounds, in order to 
produce the highest notes; whereas, a single ounce sufficed for the lower 
notes, t 


* p. 23. 

t It is in accordance with experience such as this, that Cavaill^-CoU first divided his 
reed, and harmonic-flue soundboards, employing increased wind pressure for the treble 
of such stops. 
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“()n<^ of tlu! greatCHt advances in the tonal aspect of modern organ 
t)uil<ling ha.H been due to tile more scientific adaptation of wind pressures. 
W(* nu long/tr fuid upao-date builders voicing entire organs on 2| in. wind; 
and (tv(‘n llu; <u)nventional, though absolutely absurd, use of pressures of 
slight variation as (Ireat 3! in., Swell 3 in., Choir 2*|-in., is regarded 
Willi l(,;sii oomplaccncy than was hitherto the case. Indeed, at the present 
iinut the trulb is gradually gaining ground that such a small differentiation 
of pressure is scarcely worth effecting. As I have already remarked, the 
swctll box acts as a kind of wet blanket on the tone, and undeniably ruins 
all d(jlica,te, low jiressure voicing. The only way to remedy this—and also 
the disadvantages of an organ situated in an organ chamber or “coffin”— 
is t(; employ heavier pressure. With the exception of the reed work, the 
average Swell organ is little better than the old Echo organ from which 
it was originally (U:velo[)ed. It has conclusively been shown, in the case 
of re<Rl work by Willis, Mope-Jones and others, that a thick tongue is 
alone productive of the finest (quality of tone. In order to set a thick 
tong.uc into vibration, heavy wind pressure is necessary. Heavy wind pres¬ 
sure, therefore, whilst also used for promoting power in the treble, is mainly 
employed for the purp(^se of securing quality rather than quantity. Reed 
stops shoubl be full and smooth throughout, and (like the human voice and 
ore,}u‘stnil brass) should if possibU* l)e soft in the bass, and should gradually 
teml lo increase in jioweras the pitch rises.”* Yet other testimony, which 
may b(^ quoted in support of this contention, is furnished by a comparison 
of lilt; 'I'rompette I larmoukiue as voiced by Cavaill^-Coll on 7 in. or 8 in. 
wind only (Su Sulpice, Paris) with a real Tuba. It will be found that in 
sonu; instances the former stop is quite equal in power to a 15 in. Tuba 
voiecal on Willis lines, d’he Cavaille-Coll Trompette Harmonique is 
merely a 'rrumixa of “free” tone, “blown for all it is worth” (to adopt a 
coilo(iuia,lism). Regular in tone it maybe, but yet it is entirely devoid 
of “body,” witness, for instance, the specimens at the Albert Hall, 
Sheffield, and Town Hall, Manchester. The Tuba, on the other hand, 
is <!bara.cterixed by great fulness and purity of tone, for the production 
of which the surplus pressure is needful. It cannot, indeed, be too 
strongly urged that unless this “thick” quality is in evidence, the stop 
IS not a true Tuba, but merely a magnified Trumpet. 

For reasons which will be apparent to all, it is essential to the success 
of a Tuba that it be of harmonic structure. Unless so constituted, the 
treble will either be lacking in quality or eclipsed in power by the bass, or 
in a reciprocally modified degree both faults will be in evidence. At 
St PauFs Cathedral (Dome Tuba); Norwich Cathedral (15 in. wind, 
Norman & Beard), and Einsiedeln Monastery, Switzerland (Swell Horn on 
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12 in. wind, Weigle) are to be found Ktoiis, die treble pipefi of wbudi :ire 
of triple length. The 'I’uba i.s HOinctiiu(!,s ondoscd in a swell box. In a 
non-resonant building there is no doubt but dial lb., pra.Ui.a, is mndnciv,, 
to greater efficiency. There are good instances of enclosed I ubas at 
St. Alban, Holborn (Willis); Burton Parish (Ihureh (Norman .V beard). 
The pipes of the I'uba are of inverted conical shape, thos., in the top 
octave being occasionally surmounted by a liell. '1 he pipes arc iiow otten 
made of the thick, “special,” unplaned metal relerre.l to under I)ia[)ason. 

In Germany the name 'I'uba is given 
to a powerful Trumpet as well as to stops 
voiced after the Willis pattern (as by 
Stahlhuth, Weigle and a few others). It 
is now generally admitted that Tubas 
should dominate the organ, after the 
analogy of the orchestral “ brass.” Those 
acquainted with the ini))osing effect of 
the large Willis 'ruba, with Double Tuba 
and Tuba Clarion (harmonic, of course) 
used in full organ, will nolic'e the brilliancy 
imparted by the Tuba Clarion, the iierfect 
finish and balance it adds to the msetnlfle. 

When both cannot be aTfordexi, the Double 
Tuba is, of course, j)refera,ble to the Tuba 
Clarion. Sec IRkkd, 

Tuba Minor, Tuba Sonora, and illuslra- 
tions under Rioa,). The following 

are the measurements of the I'uba Mira- 
bilis at Norwich C'aihedral (Norman &: 

Beard) :-CC, 7 in.; T. C., 6| in.; Top 
C., in. From tenor C to F sharp (31 
notes above) the pipes are of double 
length. From G to top C the tubes are Tuba 

of triple length—in organ-building phrase- (top octave), 
ology “an octave and a fifth longer” than 
the note they give. 

Tuba dai?ion— 4 ft. An octave Tuba (f w.). 

TUBA MAGNA—(Lat.) Magnus great. See Tuba Major. 

TUBA MAJOR—Tuba Magna. (Lat.) Major « greater. Either (1) a 
Double Tuba, or (2) an 8 ft. Tuba of full scale and power, a Tuna 
Mirabilis. 

In the latter sense the name Tuba Magna is applied to a reed at 
St. Saviour’s Collegiate Church, Southwark (Lewis). 




Tuba 

(treble pipe). 
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TPmIbfil# IMf lioioi?---8 ft. 

A sinaJl 'Tuba f)f sinootl) full tone. A skilful voicer can obtain the 
tyjxi of tone on a wind ])ressure of only 4 in. or 5 ia, though of course a 
higlinr j)rcs.siirci is vastly preferable, lire stop is, therefore, well adapted 
for use as a (Ircat organ reed (see Trumpet). The Tuba Minor differs 
Iroin llui Troinba. in partaking more of the quality of the Hope-Jones Tuba 
Sonora,, liaptist (dmreh, Stapleford, Nottingham; Watnall Road Church, 
IhK'.knall 'Torkard (elef,tric); Emmanuel Church, New Park Street, 
'Ixdcasstcr (ele<Urie) (kanpton. 

JMCil?afeilis—(Lat.) Mirabilis = wonderful. 

A former name for what is often now termed simply Tuba. 

jTu.lb» I***ojFci.i3idLa. 

(tuba profunD lSSIMA—(Lat.) Profundus = deep, Profundissi- 
iniis ■ very 

'riur 16 I't. iuul 32 ft. varieties, respectively, of the Tuba Sonora. 

Tuba Shofar. 

'I’Ik! j<!wii;h “Sliofar” wa.s a ram’s horn Trumpet, without a mouthpiece. 
Some rciultirs o( tliis work will perhaps ho familiar with the employment of 
tlm Shofar in Sir I'ldwanl Mlgar’s wonderful oratorio, “The Apostles.” The 
Slioliu' call is oliaractori/ced by tlm interval of an ascending sixth. There is 
a slop najimd 'I’uba Shofar at the Temple, Wa.shington, U.S. A. (Kimball Co.). 
U ill a, heavy pre.ssure, non-harmonic M'uba, rough and strident in tone, 
eiipeeiaJIy so in tlm treble. 'I'he bodies are variously “trimmed short.” 

TDlJ-lba. SoMOra.— (Lat.) Sonorus = loud-sounding, sonorous. 
8 ft. 

Invented by Mr. Hope-Jones. A Tuba of very full, round and pure 
tone, ecmstrucled with tongues of unusual thickness. The tone even 
a()pears hollow, suggestive of the orchestral Horn. The ideal Great organ 
reed for a large instrument. There are magnificent specimens at Worcester 
Cathedral (20 in. wind, enclosed in the Solo box), and the Collegiate 
Church, Warwick (10 in.). This class of tone marks an entirely new 
departure in the science of reed-voicing. 

T ubalflote—A corruption of Jubalfldte. 

Tubasson —16 ft; 3® ft- 

A stop found in some French organs, equivalent to Trombone. It has 
closed shallots. Continental builders sometimes classify open and closed 
shallots as “trompette” and “basson” respectively. The name has been 
used in this country by Anneessens, of Belgium. 
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Tussin-—16 ft. A reed at Kanigsberg Cathedral (1721). 


Twelfthi—2| ft 

A mutation stop, pitched at the interval of a twelfth above; the uniseuL 
Its function, by corroborating this important natural harmonic, is to bind 
the Fifteenth to the Principal It is usually made of l)iapa.son pipes. 
For the ordinary accompanimental usag(,; of a church organ, a Idute 4 ft. 
is certainly of greater utility than the Twelfth ; in the rebuilding of old 
organs on economical lines the latter stop is, therefore;, frecjiumtly removed 
to make place for the insertion of the former. Both, of eouna;, would 
normally be included in a new instrument. The I)iaf)a8on Twelfth is 
customarily scaled one pipe less than the corresponding pipe of the C)ctave 
or Principal. Abroad the Twelfth is often constructed of (lemshorn pipes. 
See Harmonic Stopiusd Twelfth, RAusciu^iUiN'r, (^ujnt. 

Tympani—(Lat) drums. 

Drums were frequently introduced into medimval organs, and are not 
unknown in modern concert instruments. 


u. 

XJncla (Lat.) Unda « wave; Man; « sea. 8 ft. 

A stop tuned slightly flat or sharp, and then;by <;aused lo undulate lik(; 
the Voix Cdleste. The name was originally restricted to undulating stops 
of F/uie tone, and the stop was either a (h;(leckt or an op(;n IduU; of wood 
or metal Now in England, and sometimes in Cerrminy, Unda Maris is 
synonymous with Celeste, in organs by Messrs. Brindley <Sr Ift)Hler, 
4s made by some French builders M,. Pugc;t, of Toulouse), tlu; IJnda 
Maris is produced by two pipes of slightly pronounced Quintatdn (fliaracter, 
pulsating together with pleasing effect. Sec Celkstina. Messrs. Norman 
& Beard have obtained, most charming effects from small-scaled Zauher'* 
flutes, arranged under the name of Unda Maris II ranks, to beat togetlier, 
one being tuned flat, the other sharp. There are instances at Norwich 
Cathedral, Christ Church, Lancaster Gate, W. (Norman ik Beard). See 
also Bifara. 

UN TER—(Ger.) = under. A prefix equivalent to Suk 

UNTERSATZ—Unterbass. (Ger.) Setzen « to set, put or place See 
Sub-Bourdon. 
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Y. 

Varitono -(Sp.) ^ IJarytoa 
VENTIL 

A valve coiUrolling tb(j passage of wind to any particular department or 
grf)iip of stops. Having cut off the wind supply to certain stops by means of 
vMch a cotitrivance, it is evidently at the option of the performer to prepare 
any parti(Uilar combination of such stops as he may desire, bringing them 
into opera,tioa by means of the ventil at the desired moment. This vend! 
<'ontrol is normally em[)loyed in France. One of the main objections to* 
the. system rests in the fact that it imposes a constant tax on the player’s 
memory -^already sufficiently overburdened. It likewise involves a con¬ 
siderable n,mount of hand registration. The English system, dispensing, 
with v<nUilH, scicures rapid and indicatory stop manipulation by means of 
pistons. On the Continent, and sometimes in America, the combination 
pistons scrvci to throw the ordinary stop action out of gear, indicating this- 
i>y r(unaJning in when once pressed. The movement of a special negative- 
or r(;hsss(; piston (see Atjsr.dsia<) once again restores the action of the stop* 
knobs or keys. This system, however, is rapidly being discarded in 
America in favour of the ICngiish method of so arranging the pistons as to« 
throw out Uh; stopdenobs. M’j. Mopc-Jones’‘‘Stop-switch,” and Messrs. 
Hill iv, Sons’ “ Ventil switch ” are really ventils in the sense that they cut 
off iIk; (shic.tric curnint from the stop action, thus enabling a combination 
of stops to Ih^ ])r<;pared beforehand and switched on at desire. Mr.Casson’s 
Manual Help is also a variety of ventil switch, admitting of two or more 
(hipartments of the organ being controlled by one manual. 

VIBRATO—See Tremulant* 

Viejos—A Spanish stop. Viejos * the eyebrows. 

The stop is said to derive its name from the shape of the cover or plug: 
at the top of the pipe. (Hamilton’s “ Catechism of the Organ ”). Former- 
organ at Seville Cathedral. 

VIENNA FLUTE—-Wienerflote. Wien = Vienna. 8 ft.; 4 ft 

Loeber remarks that the name Wienerfldte lacks all historical and* 
etymological foundation. See Flauto Traverso. 

Vigessima-quarta—(Lat) = Twenty-fourth. 

Vigesslma-nona—(Lat) « Twenty-ninth. 

Vigessima-secunda—(Lat) = Twenty-second. 

Vigessima-sexta—(Lat) - Twenty-sixth. Found in ancient Italian^ 
organs. 




IHCTIONAEY OF GROAN STOPS. 


170 

Viol—”(Fr. and Ger.) Violc; (i.ow Lat.) Viliila,, Vidiila; (rnmuiyal) 
Viula; (It) Viola; froni the same source as (Old (huTuan) 

Fidula; (Ger.) Fiedel; (Dutch) Vedde (ICnjii^.) Idddle. Vitula is 
by some derived from (Lat,) Vitulari ^ to l(,;ap lik(j a <alf, whence, 
per synecdock^ to be merry, cf. the cxi)re.s.si<m “the merry fiddh^rd' 
A generic name for Gambas of very small scale and keen tone. See 
GaMBA, ViOLE D’ OrCHESTRK, ViOLE SOURDtNE. 

Violet*—For description see Viola da Gamba, For Viola and 
Contra Viola, see Game a. 

ViolsBii dia CJatMilbai"-B'or derivation of Viola, see Viou 
8 ft. (Low Lat. and It.) Garaba « a leg, cf. gambado, a case of 
leather formerly employed to guard the leg of those on horseback. 
The correct name for Gamba, The latter word merely means a leg, 
Viola da Gamba being the fiddle held between the legs. Our systeni of 
stop terminology is so inextricable a conglomeration that, for the pres<mt, 
we are compelled to sanction even so great an anomaly as String Gamba 
« string leg ! wSee Gamba. 

Violcs C^lcsst^—See Voix CiClesti. 

■VIOLE D’ AMOUR—(Lat) Amor - love. 8 ft.; 4 ft. 

Practically identical with Echo Gamba, but sometimes a slightly 
sharp-toned Dulciana. 

Viol^ dL’Oac»C5ll.iBStiJC*^—Viola d’Orduistra. For derivation 
see Viol; for Contra Viola 16 ft., sec Gamba; for Octave Viol 
4 ft, see Gambette. 

The Viole d’ Orchestre is a Gamba of very small scale. 'Pbus, whereas 
the CC pipe of a String Gamba might measure 3I in. in dianieter, the 
Viole d^Orchestre has been made so small even as CC iVa d’he 
Viole d'Orchestre was invented by Messrs. Michell & I’hynne, first being 
incorporated in their fine instrument for the Inventions hkbibition of 
1885, erected in 1887 in Tewkesbury Abbey. The late Mr. Thynne, a 
voicer of singular ability, made a speciality of the treatment of small-scaled 
string stops. His Viols were characterized by rare delicacy and refiue- 
ment of tone. One peculiarity, worthy of remark, rests in the fact that 
he sometimes treated them in such a manner as to lead them almost to 
merge into Flute tone in the upper portion of the compass (see Flaut 
Hemiol). The pipes of the Viole d’Orchestre are usually constructed of 
tin or spotted metal They are of cylindrical form, usually slotted, and 
tuned by means of ‘‘tinned tuning slides.” The fragility of pipes of such 
small scale and nice adjustment renders expedient special care during tuning 
operations. The mouths are provided with rollers (see Beard), the lip 
is cut sharp, the nicking is fine and the bore small In voicing, a good 
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is to adjust the pipe to speak the octave fairly clearly, 
ixdbrxt iusertiufi; tlic roller. The ground tone will then be found 
to l)e tcdcrubly well regulated. The process of cutting away the 
ea,rs ol’ Viols, using them solely as a support for the roller, was 
<lovis<j(I, by Mr. J. W. Whiteley. Voicers who devote much 
nltimtion to th(,; [)roduction of these delicate stringy tones fre- 
<|ueiUly appear in some peculiar manner to contract a tendency 
towm-ds imparting a suspicion of this quality of tone into all 
iluilr other flue work, whether Flutes or Diapasons. This 
})cr|)(;lual nmuniscence of Viol tone constitutes one of the few 
failings of Mr. 'Fhynne^s flue-voicing; it asserts itself even in the 
ZauberflbUi. 

Notwithstanding the fact that the Viols of Mr, Thynne were 
in their day opined to be of abnormally diminutive scale, results 
of a yot more mtherc*al and animated character were attained by 
Mr. Hope-Jones through a still further reduction of scale. The 
iirsl instance of the newer pattern of stop was incorporated in 
his organ at Worcester Cathedral (1897), CIC pipe measuring 
no more than i in. in diameter. The pipes of this stop, which 
was voiced by Mr, J. W. Whiteley, were encased in wood for 
(he purpose,!; of increasing tlieir stability, a precaution found in 
subst^quent instances to be supererogatory. These delicate string 
sto[)s became at once the furore^ and since their introduction into 
(he HopcoJoiuiS organs practically all English organ builders have 
,r(;duce(l tiuhr (laml)a scales. I'he Vide d^Orchestre is almost 
itivariably enclosed in a swell box, not only for the sake of ex- 
prt5ssive use, but also for the purpose of excluding dust from 
[)ipes of such delicate adjustment. An unenclosed specimen, of 
the narrowest scale, may, however, be heard at the Collegiate 
Clmrch, Warwick (ITope-Jones). 

The Viole d’Orchestre displays an orchestral quality of tone, 
the bass, in particular, yielding a remarkably “ biting ” 'cello effect. 
In voicu’ng the Viol class of stop, the main obstacle to be sur¬ 
mounted is the tendency to loss of power or of keenness of tone 
in the treble. For the satisfactory solution of this difficulty, due 
regard being at the same time evinced for the efficiency of the 
other portions of the compass, a wind pressure of at least 4 in. is 
advisable. Increased wind pressure is desirable for this class of 
tone solely for the purpose of securing proportionate balance of 
power. Indeed insubordination of keen string tone to the Flutes 
and Diapasons, ruins the general tone of the organ. So assertive 
and cutting is overblown string tone, that even heavy pressure a* 
, reeds do not suffice to cloke its pernicious effect. But, granted 
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due moderation of power and proper tniatinent, the Violcj (POn'hc^fit.rc^ r,r)Tn« 
bines well with other soft stops, and to tint tniscnthlc of the puHhailai in.iimal 
on which it may happen to h(! located, (R)ntril)Utes l>ri|.^htnf^sr. without iiiuhv 
sirable prominence. Kxc<jption is somctiimiS taken to nuahnn sttinf* lont*,, 
and to the Viole d’Orchestre in parthuilar, on thi; tliat it larks tint (a<uilty 
of “blending’^ with other stops. And tJVttn slaaild its ban* introdnrlioii 
into the organ grudgingly be tolerated, the strangt* a,.ss(‘rtion is sometimes 
ventured, that the stop is idoneous solely to a rigidly isolatcjd and sttpaiale 
usage apart from other stops. In the face of the widespread introdu<’ti(;n 
of such tones and the encomiums bestowed on tlaan by tint most [)ronun<ait 
of modern organists, such an attitude may assuredly be ignored as nuatdy 
pedantic and ultra-puristic. In truth, th(i word blend is eonslantly ha.ndl(*d 
in a very loose manner. On the ordinary olddashioned ty|)e of r)rga,n, 
perhaps one of the most pleasing combinations is that of (la,mba, and 
Stopped Diapason, Similarly on the modern organ, the Vioh; d’Oreliestrc 
8 ft. with the Lieblich Gedeckt S ft, is productive of a,n tdlect of cousi(h^r^ 
able beauty. The remarkably satisfactory nature of such combinalions 
depends solely and entirely on the fact that there is .sort or .sha,dow t)( 
blend The combined stops stand out in marked <“ontra,st, (‘.a.('li offering 
to the other a background, the more perfect on account of its utt(;r 
dissimilarity. In such instances, of course, tlu^ stof)S combine cdfe<livt;Iy. 
The association of an old-fashioned Diajjason with a, Ganiba. of similar 
description, is generally attended by results of a pahifnlly im’ongruous 
nature, wherein is distinguishable neither blend nor agnutable (*<jnibina,tion. 
On the other hand a Diapason and a Principal should <lisi)lay nueb a 
homogenous cohesion of tone as may accural(*iy be (‘,ha,racteriz(*<l as good 
blend. Mr. Thos. Elliston, a distinguished organ connoisseur, aptly 
remarks in his excellent handbook: ‘‘Stop combinaliouH are in reality 
problems in acoustics.” 

Yet another impeachment sometimes lodged again.st modern string 
tone is that it rapidly becomes wearisome. The same obj(;ction ma,y be 
urged at will against all other stops of “ positive” tone, particularly r(;e(ls. 
Dissentients so constantly fail to recognize tliat their opprobrium apjilies 
merely to the abuse of certain specific effects. Usuni non toiiit abusus. 
In fine, orchestral effects, Celestes, Treraulants, Vox Humanas, et hoc genus 
omne, are characteristic effects, and, as Profs. Locher of Berne, and Zellner 
of Vienna sensibly affirm, when employed tastefully and with due restraint, 
have a claim to recognition from an artistic standpoint. Gladly recog¬ 
nizing, as we perforce must, that effects of this nature are peculiarly liable 
to exaggeration and to unwarranted intrusion as the staple pabulum of 
organ voluntaries, it is to be feared that nothing is easier than to earn 
cheap notability or notoriety (as the case may be) by posing as a purist in 
matters artistic. A superficial acquaintance with the works of J. S. B. 
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(not the church cantatas), an indulgent attitude towards Mendel¬ 

ssohn, a V(jneer of haut go-dt. and an artistically repressed shudder at the 
hare intauion ot a Cdleste, and lo ! the guise is complete. This 
is not un<‘onnnon’’ (a.s the text-books say)!! The upper notes of the Viole 
d’Orchestre do not individually resemble the Violin to the same 
exttmt as when used in chords, and in conjunction with the Celeste I 
they convey the effect of ‘'divided strings.” Nor indeed is this a 
Tna,tter of surpri.se, considering how infinite the variety of ex- 
prt^ssion or timbre, which alone checks the tone of the bowed 
string from becoming strident and wearisome to the ear. It is 
this facility of expre.ssion in the orchestra which raises an insur- I 

rnountal)le harrier between it and the organ, and which, together I 

with the i)alpal)le imperfections of many orchestral instruments I 

Clarinet), lies at the basis of that autocephalous treatment I 

of so-called orchestral organ stops, whereby an ultra-realistic and I 

S(jrvil(! resemblance to their instrumental prototypes is of set I 

purpose rei)iuliatecL (See also Swelt. Box). A scale for the 1 

Viole d’()r<^hestrc successfully employed in some of the Hope- 1 

Jones organs is: CC i| im (bare), T.C in., Mid. C ^ in., I 

I month, cut up a [)are I, and rollered. I 

VIOLl SOURDrHE---Muted Viol (Lat) Surdus- subdued I 
or fjuiet (lienee also deaf). Sec also Viol. 8 ft. 

'Fliis stop, repre.sentative of muted strings, was introduced 
conjointly witli the Viole d'Orchestre (^. 7 ;.), and Zauberfldte by 
Messrs. Mie.bell ik Thynne in 1885. It is a string-toned stop, 
made like the Viole d’Orchestre, of delicate and subdued tone. 
Kxamfiles voiced by the late Mr. Thynne exist at Tewkesbury 
Abbey ; St. Katherine’s Convent, Queen’s Square, W. (Beale & 
Thynne), etc. 'Fhe Hope-Jones type of Muted Viol is formed I 

of pipes, usually of tin, tapering as they ascend. It had its origin I 

in an attempt to suppress a slight “spit” often attendant on the jj 

.speech of Viols of very small scale. The original specimens were 
voiced Mr. J. W. Whiteley. The Hope-Jones pattern of Muted j| 

Viol, wlien correctly treated, is one of the most beautiful tones H 

conceiivable. It is deliciously stringy, without evincing the least | 

trace of roughness or horny quality. The Muted Viole may, I 

indeed, be said to reproduce the “bloom” of the Salicional 
without the “body” of the stop. It is scarcely necessary to 
observe that the satisfactory treatment of so delicate a stop 11 

demands very considerable skill on the part of the voicer, and 1 

when made, careful handling during tuning operations. Crompton Muted 
Fold, Bolton ; Roehampton Parish Church (Hope-Jones) ; Burton Viol 
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Parish Church (Norman & Beard, and Ilopcjonos); Warwick (aisilc; 

Loughborough Parish Church (Ingnun, IIo|)o-Jone.s & Co.); M<‘lbouni(! 
Town Hall (Ingram & Co.) ScaUs- Various sralcss have huun u.-a-d lor 
this stop. CC, i-l-in. at bottom, in. at top. pnonth. CC, li m. has 
also been used. It is treated similarly to the Viok: d’Orchestre. 

Violette—4 ft. An octave Viol. 

VIOLIN—Violine, Violino. 8 ft; 4 ft Equivalent to Viola. 

ITiolixi. I>ia<]pasoM.— 8 ft. See Geigen Principal. 
ViolomLoello-(It) Violoncello is diminutive of Violone, 8 ft 
As a tnanual stop the Violoncello is rarely met with. It is a full-tonec* 
Gamba, made of either metal or wood. It occurs more frequently on tlie 
Pedal organ; indeed, a few years ago the stop was customarily introduced 
as the arst pedal 8 ft stop. Nevertheless, it scarcely seems desirabk; to 
insert the Violoncello prior to the so-called Bass P lute. I he Violoncello 
adds “grip” and “bite” to a Pedal organ, serving to fill up a possible 
lacuna or gap between the pedal and the manual tone. I here is a good 
specimen, made of wood, at St. Mary s Parish Church, Nottingham 
(Bishop). This stop is usually bearded. A Violoncello by Mr. Lewis 
measured 4 in. at CC. 

'STiolon.e—(Fr. and Ger.) Violon. For Acoustic Violone: sec 
Acoustic Bass. (It) Violone is augmentative of Viola. 16 (t 
The Violone is sometimes found as a manual double, variously voiced 
as a Double Diapason, Contra Gamba, or a hybrid stop midway between 
the two. The pedal Violone is a fairly .small-scaled stop, constructed of 
wood or metal. In tone it generally partakes much more of Diapa.sou 
quality than the so-called “Pedal Open Diapason, wood.” Certainly in a 
moderate-sized organ it is preferable to the latter sto;), its well-defined tone 
lending richness and firmness to the aggregate effect ot the organ. At the 
same time the Violone is correctly described as a string-toned stop, good 
specimens displaying the “ bite ” which characterizes the orchestral Double 
Bass. The pipes, which are now generally bearded, depend for tlieir 
effect very much on their entourage. It is well that they should be 
accorded ample room. Scales —St. Peter, Hindley (Schulze), CCC, St 
square; St. Alkmund, Derby (Lewis), CCC, 6 in. diameter (zinc). 

VIOLONS CELESTES —8 ft. 

The name has been applied by Messrs. Beale & Thynne and by 
Mr. J. W. Whiteley to the flat rank of a II rank (flat and sharp) Viole 
Cdleste. There is no adequate reason why such ranks should not simply 
be described as flat or sharp. Such terminology is more prosaic perhaps, 
but less confusing. 
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Virginal— Yirgin-Regal. See Regal. 

In sotnc of the specifications given in Hopkins' and Rimbaulfs treatise, 
tins name is translated as Virgin-Royal 

Vogar • Kugara. Walterhausen. 

Vogelflote—(Ger.) Vogel «* bird. 4 ft. 

A KluUi of liquid “birddike" tone. Quittelsdorf. ^ Philomela. 

Vogelgesang— Vogelgeschrei. (Ger.) Vogel = bird; Gesang = song; 
G-eschrei •* cry. See Avicinium. 

Voiac Vox Angelica, Vox Coelestis, (Sp.) Voz Celeste. 

Under which is comprised Viole Cdleste. (Fr.) Voix, (Lat.) Vox 
- voice (Fr.) Cdleste, (Lat.) Ccelestis = heavenly. See also 
Vox Angelica, S ft 

A stop purposely tuned slightly flat or sharp to the pitch of the organ, 
.so tliat, when drawn with another stop, a pleasant undulation of tone is 
indmxjd. The first such stop introduced into this country was a Vox 
Angelica in llui organ at the Panopticon, Leicester Square, W. (now the 
Alhambra), built by Messrs. Hill in 1853. Originally two Dulcianas, or a 
Duleiaiia and a (hunba, were so requisitioned, but of recent years it has 
b(^e,oinc customary to employ two keen Gambas or Viols. If any distinction 
of termitiology Ix? observed at all now-a-days, Vox Angelica is employed to 
designate the more colourless and lighter effect of two Dulcianas, and 
Voix Cdlc*Htc or Viole ('(jleste the animated and orchestral pulsation of 
ke(!n (I'nnhas. The (dfect of the Viole Celeste is so highly suggestive of 
th(: (*,oml)ined “strings" of the orchestra, that in naming the stop some 
builders have elected to press into service the plural number. The motive 
is sensible enough, were the idea systematically and consistently carried 
into efiTecT, but there is every bit as much reason to speak of Voces 
Humanai, or, in a lesser degree indeed, of Flutes, Oboes, etc. The Voix 
Cdlcsie is almost invariably enclosed in a swell box. A Vox Angelica 
planted on the open Choir soundboard occurs, nevertheless, in the Dome 
Organ, Brighton (Willis). 

The statement is commonly made that the better effect is obtained 
when the ranks of the Celeste are well differentiated in tone—that a Gamba 
beating against a Dulciana gives a more pleasing effect than one Dulciana 
beating against another. Nevertheless, this differentiation of tone militates 
against the purity of the effect, the distinction being expressed, in a 
nutshell, by the difference between “waving" and “wobbling." The effect of 
a Celeste depends greatly on the “tempering" or “grading" of the tuning 
through the compass. For instance, the beats in the bass should be very 
rapid Frequently, in the attempt to minimize the proneness of the ranks 
to the tiresome phenomenon known as “ sympathy," the interval separating 
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them has to be enlarged to an extent tending tn man llie .'laliislimUiry 
effect of the undulation. A really sati.sfac.toiy (Idlesle i.s a liiumiili o( the 
empirical. There is no royal road to .smaasss, no aroani! sorrel, ol tiralni(?nt. 
A sharp Ctete is indubitably more rffertive than a Hat (ailrslc, by i’ra,‘U)n 
of its greater animation, although it is ajil Uj rausr soft Jiiid dull totual slops, 
like the Gedeckt, to sound rallu;r Hat hy contra,st. Most modem (.eleiUes 
are tuned sharp, the tone qu-ality of some demanding greater dillefentiatiim 
of pitch than that of others. 'Phe ordinary Cdicste slionld lie used m 
combination with other soft .stops on the ra-rcsl occasions iinly. It run 
sometimes be drawn with a 4 ft. stoj), or a Dulciana, or soh. («e<le( kl, Imt 
the effect, when the discordant rank is unduly ovcrmatclied, yet not 
sufficiently so to be overpowered, is positively cxerueiating. Ihc aggregate 
effect and general utility of the stop has been conspicuously enhaneed hy 
the introduction of the two rank (Itilcslc, the discord being divided by one 
rank beating sharp, and the other Hut, to the uni.son jiitch. I he orehestial 
strings owe much of their vivacity to the fact lIuU some are always a trilk; 
sharp, others a trifle flat, to the central i>itch. In this may he found some 
analogy for the organ Celeste. 'Phe lirst rce.crded llmorctical hiisis for 
such a scheme occurs apparently in a paper on “Variations o( Pitch in 
Beats," by Mr. Sedley Taylor, of 'Prinily (lollcgc, Cambridge, publisheil in 
The Philosophical. Magazine, July, 187a.* 'Phe selieme was hrst earned 
into effect by Mr, Thos. Cas.son. 'Phe plan was also adopted hy Mr. I lope ■ 
Jones, who has freely utilized (.liilestcs so constnicted in his orgami, the, 
flat rank, in some instances, lieing further under the eontrol of the second 
touch (see Douhlb Touch). A three rank CdlesUi (sliarp, flat, imisoii) 
also formed one of the novel features introduced into tlie organ at Hi. I'aul’a 
Cathedral, as finally reconstructed by the late Mr. Henry Willis, in ipoi. 

Not only is the general effect of the Cdleste so vastly improved by this 
balancing of the discord, but the stop can, in addition, more_ extensively 
and advantageously be set to combinational use. Ho superior, imleed, 
to the older system, is the flat and sharp Cdlestc that it may be justly 
asserted, without incurring the charge of undue dogmatism, Unit no largo 
modern organ is complete without it. It will be obvious that the effects 
can be varied in character, according as the various ranks arc eoml)itied. 
Thus either discordant rank may be used alone with the uni.son .sto[), or 
together with or without the latter. The most animated effect is secured 


Celeste ranks do not deviate widely from the central pitch, fn addition to 
the keen Viole Celeste, a large instrument situated, let us su^jpo-se, in a 
building of favourable acoustical properties, might well comprise another 
variety of Cdleste. By enclosure in different swell boxes the former type 


f 


* No. CCXC. pp. 56-64. 
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f^radurilly be in(;rg(‘(l like a sort of tonal “ dissolving view” into a 
nion; peatudiil Vox Angelica, and that even into an Unda Maris of 
lh<^ type made by M<;ssr.s. N"orman & Beard. (See remarks under Swell 
B ox ;md Violk j)’(,)RcirKs rR4 The Voix Cdleste is usually continued 
down to tenor C only. Its extension to Gamut G would certainly seem 
tnofR. de.sirabUt; indeed, in the case of the fiat and sharp variety, the fine 
vihnito (tf/ct'ts rendered i>ossible by a closer approximation of the ranks to 
th(‘ ccirUral pitcli as they descend, may be said to justify what additional 
('xpense would be involved in rendering their compass complete. An 
effective .s{xiciinen so treated exists at St. Stephen, Wandsworth, S.W. 
(Whiteley). In this particular organ, also, the treble of the Viole d’Orchestre 
is so prominently developed and so influenced by the Swell crescendo that 
on oiRunng the louvres the effect of an additional Viol, speaking on a 
m(il(R.lic attachment {q,v.) is at once suggested. A Viole C^este extending 
to CC was also introduced by Mr. Compton at Bingham, Notts. (See also 
(hCI.KH’riNA). 

IToIac Hwam»ii 3 ie»~(Br.) Vox Humana. 

Voix Lumineuse—(Kr.) Lumineux « luminous. 

An old I'Vtmch name for the Voix Cdleste. Possibly it has reference 
t;o the “shining throng’* of angels announcing the archetypal Christmas Day. 

l»ro 3 fC A. 3 oi^C!>lic 5 a-’(Lat) See Voix Celeste. Vox = voice, 
Angitlus ^ a messenger, hence angel. 

'.rhe name Vox Angelica is also sometimes applied to an Echo Dulciana, 
or ICeho (lamba not discordant in pitch. In ancient times the Vox 
Angelica was a 4 ft. species of Vox Humana, invented by Ratz of Mul- 
luuxfam. In Germany it is generally a small-scaled reed, with thin tongues, 
re.sembling in lone the Vox Humana. Formerly the name Vox Coelestis 
was used intcTchangeably with Vox Angelica. Adlung treats of one serious 
jmoblem arising in connection with the Vox Angelica with charming nciimtL 
I hiving diligently searched the Scriptures, he finds that nowhere therein is 
it recorded that a celestial messenger ever appeared to man in the guise of 
an unfledged boy or a woman. Accordingly, he concludes, it is altogether 
open to question whether one is justified in representing angels with treble 
voices at all. * Finally, like a flash of inspiration, the idea occurs to him 
that there is no such thing as an angel’s voice as distinct from that of a 
human being. This quaint reasoning of Adlung’s may perhaps be com- 

^ It is said that several clergymen in America objected to the representations of female 
angels, forming portion of the decorative scheme in connection with a new Anglican 
Cathedral in process of construction in that country, on the ground that female angels are 
nowhere referred to in the Bible. The architect, it seems, forthwith satisfied the objectors 
by offeriog to endow the good ladies with hirsute appendages. Here surely was an. 
Opening for Mr. George R. Sims ! 
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mended to the notice of Sir lidwanl l<;iKar in cnrumdiun witi. Ihc Ihcam of 
Gerontiusl As many of us nevcrLlMilcss believe, tben; iti a v(try real e.sotene 
truth enshrined within the exprcjssion “tin; harmony <>l llm spheies. 

VOX CCELESTIS—See Voix Cia-KHTic, 

Vox Contralto - Contralto Voi<;c. hornier organ at Seville (;athe(lra.l. 
Vox Flebili 8 -(It.) Voce hlchile. (hat.) h'lebilis weeping. Han 

Vittore, Varese (Bernasconi & h'iglio, 1(705); St,. Alessandro, Milan. 

Vox: -(hr.) Voix Ilnmaine; (Sp.) Vox, lluniane. 

(Lat.) Vox = voice, Mumanus human. 8 It.; rarely 16 ft.; 
and 4 ft. See Vox Anokuca, Vox ViK(!iNA. 

A reed stop, with metal pifics, sujiposed to be imitative 
of the human voice. 'I'he jiipes are made with bo(li(!!> 
measuring at CC variously Irom 10 in. to 2 ft. 3 'ti. in 
length. I'hey are cylindric;d in shape (see Rjsicn and 
Clarinet). The tone of the Vox Humana is thin and 
nasal; Mr. Rohertson, iruk-cd, remarks that it “may ho 
anything, from Punch’s s(iu(;ak to tlu! bleating of a nanny- 
goat.’’ Dr. Burney in his “'Pour in (Icrmariy and tht; 
Netherlands,”* speaking of the celebrated organ at 1 laarlern, 
makes the following amusing comments on tin; specimen in 
that organ, and on Vox Ilumanas in general It does 
not at all resemble a human voi<(e, thotigh a very good 
stop of the kind; but the world is very apt to be imposed 
upon by names. The very instant a common hearer is told 
that an organist is [ilaying upon a stop which resembles the 
human voice, he supimses it to be very line, and never 
inquires into the propriety of tin; name or the exactness of 
the imitation. However, I must confess that, of all the 
stops I have yet heard which have been lionoured by the 
appellation of Vox Humana, no one in the trcuble part has 
ever yet reminded me of anytliing human so much as of 
the cracked voice of an old woman of ninety, or in the 
lowest parts of Punch singing through a comb.” 

The tongues of this Haarlem example are very wide at 
the end, and the upper pipes are shaped like those of the 
Cor Anglais, with an additional short cylindrical chimney 
on the top. The stop is too powerful, and to the author 
its effect was more like that of a ’Cello than a human voice. 
As a matter of fact, granted a thin, smothered tone, the precise form of 
the pipe is practically immaterial. Indeed, the main desideratum is a sub- 



Vox 

Humana. 


•"Vol II, p. 303, 
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(luc.d, MinoUuTtjd tone, conveying the effect of distance. Some years ago 
it was frecjiunaly the custom to ensure this by stuffing up the pipes of the 
Vox I Iiunanu with cotton wool. With the wider use of capped reeds the 
practit'.c has been almost entirely discontinued. As in the case of the 
(‘hysharmonika, tlie effect of the Vox Humana is almost entirely dependent 
uijon tint acoustical properties of the building in which it is situated. No 
amount of care exi)en(led in the voicing will render the Vox Humana, located 
in a non-njsonant edifice, aught but a ludicrous caricature of the human 
voict;. * Used with the Tremulant, in a very large or reverberant building, 
it may, by reason of its peculiar “nervous” fluttering effect, and by force of 
contrast witli other stops, be caused to simulate a human singer, especially 
in the tenor .portions of the compass, and still more in chords may it 
suggcjst the idea of a choir singing at a distance. There are very good 
specim(;ns at the Albert Hall, London (Willis, 1871) and St. Anne’s 
Cathedral (R.C.), r.eeds (Norman & Beard, 1905). However much cynics 
may [)rotest tliat the Vox Humana was never found to bear the faintest 
resemblance to the Imman voice, it is a well-authenticated fact that the 
uninitiaUsd are constantly deceived into believing that they are listening to 
voic(iS. In fact, the author distinctly remembers that when, as a 
boy, ht; heard the Albert Hall organ for the first time, he asked why “the 
man sang from the back of the organ.” Many of the organs in large 
Contimmtal caUnulrals, in tliemselves of very indifferent voicing, never- 
tlujle.ss ai)ijear to be of magnificent tone by reason of the favourable 
acoustical conditions under which they speak. Sound, indeed, is always 
enfutneed by refleclion, I'hanks to the building, and to the lavish state- 
m<;ntH of the guide-books, the Vox Humana at Fribourg Cathedral, 
Switxerhind (Mboser, 1834), enjoys a reputation almost world-wide, whilst 
t(mrists flcKik in crowds under the auspices of the “ Polytechnic to derive 
tlufir pabulum of edification from the organ recitals at Lucerne (Geissler, 
tbSr), in whifffi thunderstorms and Vox Humana effects figure very 
consi:)icuou8ly. 

Sometimes with a view to heightening the effect of distance, the Vox 
Humana is detached from the rest of the organ, forming, perhaps, together 
with other stops, an Echo or Celestial organ. Norwich Cathedral (Norman 
& Beard); Westminster Abbey (Hill). It is sometimes even suspended 
somewhere up in the roof (e,g., Grace Church, New York, Roosevelt, 
1878) a position at variance with one of the most elementary principles 
of organ architecture, which demands that the various portions of the in¬ 
strument shall be situated in atmospheric surroundings of identical, or at any 


much so that the Vox Humana and Tremulant effect has even been dubbe^ 

- Nux Vomica with the gargle I ” The peculiar “ flavour” of the stop has also led to the 

mock -name of the “gas-pipe !” 
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rate, consistent deviation of, temptjraUire, At St. Mark, Ilainillon I (uraoe, 
London (Walker), the Vox Humana is placard up in the roof iiumh’. two eon^ 
centrically located swell boxes, orut swell box insi(l<; ol a larp(‘r one. Slops 
with short-length pipes, such as the Vox Humana, Orclieslral Oboe or 
Clarinet, are very liable to get out of tune (see Ricko and ( .oakin nrr), I he 
Vox Humana sounds at its best when under Uut inlluence ol a 1 remulant 
(or Vibrato) of delicate and rapid ])ulHati()n. It is (piite a lallacy to suppose 
that the Vox Humana so constantly finds a i)lac(5 iii the orga,n uutre,ly on 
account of its possible likeness to the human voice. On the (amtrary, 
it forms a /m/zr/^-creating stop of no inconsiderabh; value. It is available 
as an effective accompanimental background to stops of various kinds, and 
combines well with Flute stops- Needless to add that, in vh:w of this, tins 
practice of permanently connecting a di-emulant to tluj Vox Humana, is 
not a desirable one to be adopted as a i)recedent. Hliould an organ be of 
sufficient dimensions to include a Solo department cicpiipjaul with encloscal 
Flutes, the Vox liumana will probably be found more serviceable on this 
manual than in its more customary position in tin; Swell orga,n. Scu; also 
remarks under Tremulant and Viole D’OKciiEfrrRE. Tlu^ a,uthor may 
claim the extremely rare experience of having lujard (at tlu; factory of 
Mr. Gern) a Double Vox Humana pipe. Its toiui was <‘xt.rcn)dy fims 
resembling a Vox Humana mingled with a sort of soft lloiudon 
accompaniment. 

Suggestions have fn)m time to tinui been put forward tliai in lln^ 
construction of the Vox Humana slop some altempl might Ix^ made; to 
imitate the structure of the vocal (fiords. 1'he outcome of siu'h an 
attempt would certainly be of such delicacy as to [)r()scril)t? its use irj the 
organ. M. Kratzenstein, whose name is associated with that of tint Abt 
Vogler in the introduction of free reeds into the organ, won a, priz(* offcrtal 
by the St Petersburg lm])erial Academy of Sciences, in 1779, for an 
enquiry into the nature of the vowel sounds, and the construction of an 
instrument for artificially imitating them. He found that it was j)Ossibl(* 
to distinctly reproduce the vowel sounds by means of reeds surmounUjd, 
severally, by pipes of the form here illustrated.’’^ In the case of the vowel I, 
however, the reed was dispensed with, the wind being simply led into the 
pipe. 


* In case any reader should desire to experiment in this direction himself, it may be 
added that the success of the effect depends largely on the treatment of the tongue. 
A Cor Anglais pipe sometimes gives in the upper notes a distinct E sound. With a little 
ingenuity, it would, no doubt, be possible to obtain quite a tolerable vocal representation 
of the various inmates of Noah’s Ark. The organ already boasts a Mrpfeife, a Ki.lber- 
Regal, a Bockschwebung, a Cuckoo, a Nightingale, and a Vox Humana. A skilful 
modification of the U sound would perhaps result in the accession of the Vox Felina 
(/ Cat’s voice) to the ranks. 





M. K<;rn|K;I(ui, oi Vienna, also succeeded in constructing an apparatus 
hirnlshed with a trujulh-piece, and a nose, made of two tin tubes which 
conHnuni(‘ate(l with the mouth. When both tubes were open and the 
month pi<;co. closed, the consonant M was sounded, and when one was 
<“Joscd ihe consonant N. Eventually M. Kempelen was able to produce 
(*ntirc words and setUences, such as /e vous aime de tout mon emur^ 
('oustant inopolis^ Roma norum imperator semper Augustus, Exploitation^ 
etc, h’rcnch pronunciation would, of course, lend itself more readily to 
artificial irnilation. For a fuller description of this machine, the reader 
.should consult Sir David IJrewsteFs “Letters to Sir Walter Scott on 
Natural Mafpe,'* Mr, Willis, of Cambridge, pursuing a former experiment 
oC M, obtained smne very 

Mirions a.nd inl,cresting results. Me em- 
jiloyiul a nual a.nd funnel shaped cavity 
lik(* that shown in the figure. By sliding 
a. lla,l, cov(!r f)ver the to]) he found he 
c.ouhl produce the whole series of vowel 
sounds. In another experiment M.r. Willis 
fitted to the reed cylindrical bodies with 
sliding tclesc.o])e joints. Brewster sum- 
ma,riz<‘s the n.-sults as follows; “When the tube was greatly less than 
ilu; length of a sto])iH;d pipe in unison with the reed, it sounded I, and by 
increasing the length of the tube it gave E, A, O, and U, in succession. 
But wha,t was very unexpected, when the tube was so much lengthened 
a.s to lx; times the length of a stopped pipe in unison with the reed, 
tlie vow(;ls began to be again sounded in an inverted order, U, O, A, E, 
and then again in a direct order, I, E, A, O, U, when the length of the 
tula; was ecpial to twice that of a stopped pipe in unison, with the reedf' 

Vox Inaudita— 

Vox IneflFabilis—(Lat) Inauditus « unheard. (Lat.) Inefifabilis = 
unutterable, inexpressible. 

A facetious pleasantry indulged in by some mediaeval organ builders. 
The stops so named extended no further than dummy stop handles! 
Sycophantic organ builders take note! 
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Vox Mystica— 8 ft. 

A stop bearing this name oeenrs in thci organ in tin* (Colston 

Hall, Bristol, organ (Norman ik Heard, 1905). 1 ’he (on<;, which was 
intended to represent Madam (!lara Huit^s voice*, is ihai of a rallier (nil 
toned Echo Vox Humana. The pii)cs resemhU! ('or Anglais pipes, with 
a slot in the under side of the bell, save lliat tlujy arc eylindrit al, not of 
inverted-conical shape. 

Vox Pueri—Vox Tauri. (Lat) Puer » boy; d’aiinis Hull. 

At Carigrana Church, Genoa, these two naimjs constituted the 
“Soprano" and “Basso” of one stop. The hurnorou.s siiki of tlni 
arrangement occurs, not so much in the stop itself, wliieh in all prO' 
bability was merely a variety of Vox Humana, as in the naiv<j idea, of 
grouping together boys’ and bulls’ voices as cognate, ft is s^'.arcejy 
complimentary to Italian choirmasters. 

Vox Retusa— (Lat) Retusus •* dull. A sofWotujd Ged<;(*kt, 

In the middle ages the adjective retusus was sometimes used to 
designate stopped pipes. Lund Cathedral, Sweden. 

Vox Stellarum— See Ombalstbrn. 

Vox Tauri— See Vox 'Pueri. 

Vox Vinolata— (Lat.) Vinolentus drunkesn. (Vinolnta is very Isid 
Latin), 

A small-scaled Gemshorn of weak intonation. Luml ratlualnd, 
Sweden. How the stop came to receive so extraordinary a, nanu* is not 
known. It is not a Vox Humana. Ommenting f)n the Vox Vinolaia,, 
the Editors of The Organist and Choirmaster propoundtal the delightftil 
suggestion that it might well be utilised as a stock object lesson in 
“Temperance Hall ” organs. 

Vox Virgina— (Lat.) Virgo « a virgin. 4 ft. 

An octave Vox Humana. See also Vox Angelica. 


w. 

IHraldflote — Feldfldte. (Lat) Tibia. Silvestris; (Fr.) Flfttc 
Champ. Anglkl Wald Flute. (Ger.) Wald wood, Feld 
= field; (Ft,) Champ » field; (Lat.) Silvester of a wood or 
forest 8 ft; 4 ft.; abroad occasionally 2 ft. 

A wood Flute of rectangular form and large scale. It was introduced 
in this country by Mr. W. Hill in 1841. In 8 ft pitch the Waldfllote is a 
speciality of Messrs. Walker, to be found in nearly all of their instruments 
built within the last twenty-five or thirty years. It was formerly continued 
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t»y ii Hloin^td buss from mid. C, but as now made, practically only the lowest 
(liiii* pipes Rte sloiipcd. The WaldflQte is constructed with an inverted 
inoiiUi on th(! narrow side of the pipe. The tone of the Waldflote is fairly 
powiTful, and is di.stinguished by a very sweet and cloying horny timbre. 
In its fulhmss of tone it resembles the Clarabella, in the slightly hard 


(juality the ICnglish Ilohldute. The horny quality is probably due to the 


<l(!velopinenl of certain of the higher harmonics, 
nola!)ly the (lat twenty-first. The stop is of ex- 
(piisiK! quality, and is most useful, alike solo and in 
combination. In the tenor octave, particularly when 
c.oinbined with the Swell Oboe or Viol (box closed), 
chords on the Waldllote furnish an excellent repre- 
ficntation of orchestral Horns. The Waldflote is also 
largely used by Messrs. Norman & Beard. It is open 
to discussion wliether the Waldflbte 8 ft. is the most 
suilabh! Htoi) for use as the Oreat organ Flute, especi¬ 
ally in churches of but modest dimensions. It is an 
indisputabU: fact that the peculiar timbre of stops 
with inverted mouth is apt rapidly to pall and be¬ 
come. wearisome to the ear. The sweet “sugary” 
chara<a(!r <)l the Waldflote, whilst doubly enhancing 
the vahu! of the stop for occasional combinational 
use and for solo puriioses, would seem to render 
it ratlu-r inappropri.ate for the position of a stop so 
constantly in use as a Oreat organ unison Flute. 
On any other manual, or in octave pitch, this 
objection would not hold valid, but for the said 
[losition a stop of the 'I’ibia class would certainly 
ap[K;ar to be more suitably adapted, and might 
therefore profitably be substituted. 

The Waldflote is frequently employed by 
English builders as a 4 ft. Choir stop. Some firms 
also use it in place of the more usual Harmonic 
Flute 4 ft on the Great organ, holding its blending 
power to be superior. This is purely a matter of 
taste, and, apart from this question, there is little 
to choose between the two stops. As used by 
Mr. Compton, the Waldflote has a sloping block 
and cap of peculiar shape. His pipes are also 
more sparsely nicked than is ordinarily the case, 
and the upper lip presents the unusual feature of 
being rounded and polished. On the Continent 
(he Waldfldte lacks the horny character of tone; 
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It frequently po.ssesHtiH rather a ‘Mluf/y/’ woolly ((uality, by no int;ans 
prepossessing. On the very rare oe(vaHionH on w]ii(!h it Is tlnu't; employed 
in a 2 ft. pitch, it is of large seale ajid .shaTp torus 



WALDHOiiN -hel(Ui()rr»,(>)rno (li( !a,eeia, ()ornetio 
di Caeeia, Oor do (diasse, (JoriUi f^arlbrce, 
Come Sylvestre, ((has) Wahl ; wood, Feld - 
field; Parldre.ejagd ^ hunting; (Fr.) (dias.sc - 
chase, Sylvestre — pertaining to a wood, rustic; 
(It) Cornu di (^accaa — Hunting Horn. 

These names liave reference to tlu; ancicait hunting 
horn. The Cornu di Caccia, as an organ stop, is some¬ 
times e^iuivalent to (darinet When of 2 ft [ritch the 
Waldhorn was identical with thes WahlfidU;, and usually 
so when ora4ft pitch. In unison pitch the Waldhorn 
was a reed, imitative of tlu*. hunting horn. In the 
museum at Kelso are preserved two sptunmens of the 
hunting horn. One of them nusasure.s ir) dianuRer 
i6i ins. e.\'ternal, 14J ins. iriternal, measurermmt, and 
95 ins. across the hell. A cornsspoiuhait in “ Not(iS 
and Queries” (Sep. Hlh, 1888) supplies the information 
that such horns were always worn l>y the huntsimaii at 
St. Cennain-end.aye a,s late as j 857.58, Kdnigsherg' 
Cathedral (1720); Lund Catludral, .Widen (tongues 
ofCerman silver). 'Hie name, Waldhorn, is also applied 
by Mr. John JL Compton, of Nottingham, to a stop 
of his invention. It is a very powerlul free toned 
Double reed, resembling in quality the Double ICnglish 
Horn, though more powerful than tliat stop. U is 
only suited to large instruments. See also the same 
builder’s French Horn. 

We id enfl ote—Weidenpfeife. See Salicional. 

IHr^igle’s --See 

Stentorphon, and Seraphon Register. 

Weitpfeife—(Ger.) Weit - wide, broad. 8 ft; 

4 ft.; 2 ft. 

A large-scaled Flute, synonymous with Blockfldte. 


WIENERFLOTE— See Vienna Flute. 


Wohlklang —(Ger.) Wohl *= well; Klang « sound. 
A name sometimes given to the Harmonika. 
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ZA HTF LOTE-^Anglke Zartflute, (Ger.) Zart =» 

| i<!nfler, delicate. 8 ft.; 4 ft. 

According to Seidel the Zartfldte was the inven¬ 
tion (jf d'urley, and was first introduced by him 
into the organ at St. Mary, Wismar. It was an 
8 ft. wood pipe of narrow scale, in tone a hybrid 
hctwemi a Mute and a Fugara. As now made in 
this country and in Germany the Zartfldte is a 
smalhscaled Flute of bright tone. It is constructed 
ol eilluT wood or metal. In England it is generally 
found on the Swell or Choir organ and of 4 ft pitch 
in organs by Messrs. Brindley & Foster). 
Sometimes the Zartfldte, as used by Messrs. Beale & 
dliynne and Mr. J. W. Whiteley, was a Phoneuma. 

— Harmonic Gedeckt. 
(Ger.) Zaiiher magic. 

Named after Mozart’s celebrated opera “Die 
Zaulasrndte.” I’Ikj Zauberfldte was invented by 
M,(!SsrB, Michell and Hiynne, and first introduced 
itUo their organ for the Inventions Exhibition of 
1885, orocitd in lewsklmry Abbey in 1887. It 
is coinposed of stopped pipes, of harmonic struc¬ 
ture in the treble. I’hese harmonic pipes overblow 
to tlieir first upper partial (the twelfth). The 
actual Icmgth of such pipes, therefore, is three 
times that of an ordinary stopped pipe. The tone 
of the Zauberfldte is full, liquid and pure. It 
sometimes has a suspicion of stringiness attached 
to it; but this was a feature, and in some respects 
a failing, of much of the late Mr. Thynne’s work, 
llic Zauberfldte functions admirably as a Twelfth 
(See Harmonic Stopped Twelfth). The har- 
... . monic stopped principle of structure is, however, 
Zauberflote. invention. It is not unknown in the case 

(Ihyrme.) ^.^rtain Flutes in old German organs, and in 
1754, Snetzler introduced such a stop, named German Flute, 
into his organ at King’s Lynn. Messrs. Norman & Beard, 
who for some time had this instrument under their care, re¬ 
produced the variety of stop, under the name of Harmonic 
Gedackt 4 ft., at St Catherine’s College, Cambridge (CC note 


Snetzler's 

German 

Flute. 
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in, diameter). Sneteler’s original stop is of 8 ft tone. From mid. (" 
upwards the pipes are of his favourite CliinuKiy Klut<i form, though, of 
course, of harmonic construction. The mouths an^ archc^l and provided 
with long ears for tuning purposes. At mid. C the s(%'dr^ is 1 2 in. diam(*.tcr. 
Below this the stop is composed of ordinary Stopped l)iapa.son pip<s;. 
There are examples of the Zauberllote at Tewksbury Abbey (Michell 
Thynne); Mr. J. Martin White's Chamber organ at Balruddery, nr, Dundee 
(Casson-Thynne, rebuilt by H()|)e-Jones); St Katherine's 0 )nvent, 
Queen's Square, W, (Beale & Thynne); Norwich Cathedral (Norman ik. 
Beard); St.John, Birkenhead (Hope-Jones); Holy Trinity, Scarborough 
(Denman). 

Ziflot— See Siffl5te. 

Zink— ”Cink, Zinke, Zincke, Zinken, Ziink, Orlo, Litice, Idtuue, Cornetto 
(^. 27 .), Cornetto Muto, Cornetto Torto, Cornettino. 

The Zink was an ancient instrument of the Serpent order, but of higher 
pitch. It was constructed of either wood or deers' horn. (’ornctlo-Muto 
and -Torto were varieties thereof. (Lat.) Mutire to speak softly or 
mutter; Torquere » to bend over or twist; Lituus ^‘a kind of crooked 
Trumpet uttering a shrill sound, a clarion" (A<lams). ddm name of this 
stop has no connection with the metal zinc. The latter docs not appc%'ir 
to have been employed as a material for organ pipes until, in 1820, Marx, 
of Berlin, built an organ at Hohenofen with zinc pipes and a castJron 
case! Let us hope and trust he will never be held evcTi indirectly 
responsible for some ot the developments of liis experimental ca)nc:e})tion. 
8 ft; 4ft; 2 ft The organ stop was a snarling (darion, found usually 
on the Pedal organ. The pipes were of inverted conical shajxi arid of 
small scale. Their tongues were broad and thin. In some organs the 
Zink was a Pedal Sesquialtera or Cornet A 2 ft specimen reed exists 
at St. Bavon, Haarlem. 

Zwergpfeife— (Ger.) Zwerg « dwarf. Dwarf-Pipe, See Piccolo, 


ADDENDUM. 

Sirenum Chorus— (Lat) « Sirens Chorus. 

In the organ by the firm of Pietro Bernasconi & Plglio, just (Nov. 1905) 
opened at Varese, in Italy, occurs a stop of this name. It is probably a 
Vox Humana or Flute and Tiemulant effect. Let us hope it is not a Syrms 
chorus of the type referred to by the reporter of the provincial newspaper, 
who accredited Sir Hubert Parry with a descriptive work entitled Blest 
Pair of Syrens." In the same instrument appears a stop bearing the title 
Eufonio “Pietro Bernasconi," 8 ft. Concerning the special features of 
.Signor Bernasconi's Euphone, no information is vouchsafed. 
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PHONETIC PRONOUNCING VOCABULARY 
OF ORGAN STOPS. 


Only such names as are likely to confront the student of the simple stop- 
tcrrr)inology of English organ-building are included in this list. Obviously 
it hn,s l)c<m com[)iled mainly to meet the needs of those who are unable to 
a.r.(pi,ir(i their pronunciation by the customary mode of oral tradition. The 
tewj so situated, who may desire to roam further afield will best supplement 
tlic ird'ormation given in this handbook by seeking initiation into the rudi- 
immiary [)lionctic principles of the German and French tongues. Composite 
iK'unes Iutc divided. To discover the pronunciation of such a stop- 
name as Voix Celeste, for instance, it will be necessary to refer to both 
V and C. It is to l)c understood that the pronunciation ordinarily refers 
to English, not Corttinental, usage. In some cases both versions are given 
Oe/;., Piccolo), but it is perhaps well to point out that no undue purism in 
pronunciation is implied by this fact. The whole system of stop-terminology 
is so lmi)cl<^ss a conglomeration as to render pedantic and entirely mal h 
frofm any su<di exactitude. 


KEY TO rmi PHONETIC SCHEME. 

'I’he vocal I'aus is indicated by the accent (') placed over the syllable 
or syllables demanding such emphasis. 

Short vowel: S, as in at; 1, as in pin. 

Long vowel: a, as in May ; T, as in pine. 

Other signs; ah, as in father-, 00, as in moon; ch, as in loch (Scotch). 

A line under two syllables indicates that they are to be treated as a 
a synalepha, i.e., to be taken conjointly to express, as nearly as possible, 
one vowel sound. Thus ah-ob is intended to signify a sound rather broader 
than that represented by the diagraph ow (as in owl). The method is 
certainly clumsy, but it is impossible otherwise to express sounds which 
have no common equivalent in the English language. 


m 


PHONETIC PRONOUNCING VOCAliUUAUY* 
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Acoustic— Ah-Hw»stik. 

/ 

Moline—E- oh-lin. Continental pro¬ 
nunciation, A-oli-lin-er (r not 
sounded). 

ANGELiCA-“An-jSl-r-kah. 

Anglais—A hn-gli. 

B. 

Bassoon— BSs-sdon. 

Bombarde -As in the verb, to 
bombard. 

Bourdon— Bdor-don («, aspirate), 
Usually Bdor (as in -don 
(n sounded). 

C 

Ci^LESTE—Sa-ldst, 

Clarabella - Cltr-ah-bdll-ah. 
Claribel— Clir-e-bdll. 

Clarinet—C l&-T-n<^t. 

Clarion »- Cl£r-T-on. 

Clausa— Ck5r (r not sounded) -sah, 
or Romano) Cl ah^-oo- sah. 
Contra— Kdn»trah. 
CoRNOPEAN—Kdr-no-pe-an. But fre¬ 
quently pronounced Kor-no-^an 
/ (final syllable as in <RiKmpion)* 

D. 

Diapason—DF- ah-pa-zon. 

Di APHONE ~ D'V-ah-f one. 

Dolce—D dll-che. 

DOPPEL — D^p-pdl. 

Dulcet—D dll-set. 

Dulciana—D dll-se-iCh-nah. 

Dura—D u-rah. 

E. 

✓ 

Euphonr—U- fone. 


F, 

Fago'ih’O 

PT,AtHCOr.ET Maj»o lr|,or 

/ 

Flautino Flail d(Cu*».u(>. Uom.. 

nionly Flaw-tono. 

Flauto Kl alC-oo -lo. 

F Lb'i'E.F l?C<ir H.er (nei tlK;r r .s< 111 n d f *< 1). 

Slightly more of the a, souml llia,iii 
is expressed by ir (as iwjliri), 

a 

(G proiiouncrd hfird iliroaghout). 

Gam BA (L'lm-bah. 

(yi'DAClCT -(hi-d;nikl. 

Geigen Gf-gen. 

(; E MS H G k N C 1 dll LS 1 lorn. 

(Bioss (rros. 

H. 

/ 

IlAUTBors ITo»bo-a,h. 

Hautboy Ho-boy. 

Honr.ELoTE Hole; see I<hBTE. 

11 umana -'Hii-nnCli-nah. 

J. 

JEU—Gdr [g soft, and final r not 
sounded). 

K. 

Keraulophon ™ Kdr-jfw-ld-ftin. 

L. 

Liebijch—L e-blYch. 

M. 

Maris—M^ re (as in care) -Ys, or {more 
Romano) MiCh-res. 

Muted—M ii-tgd. 
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Oboe « 0 “b 6 ».ay. Commonly 0 -boy. 

Opinci.EfDK Of-I-khde. 

P. 

PHONEUMA-Fd-nu-mah. 

Phonon-—F d-non. 

/ 

I*k;col(,) ~ Fi-kd-loh. Commonly, 

Pfk-d-lob; 

POSAUNE—Po-zdwn-ner (r not sound¬ 
ed). Commonly, Pd-z< 5 wn. 

Qu INTA DEN A—( 2 tt ill • tah-de-nah. 

(2HlNTATdN* QuTn-tah-tdn (as in 
F'Lote, 

K. 

f 

K isB I ri/i'A N'r »Re-zdl -tant. 

KoHKEr.dTic Rohr. Commonly Rdr 
(as in roar). See FloTE. 

S. 

Saxacion At —S^l-ilh-f-d-n^l Some¬ 
times SIlsh-Y-dmal 

SESQUIAX/fERA—S&-qui-^l-t^r-ah (or 
trab). 

SONO RA Sdn-dr-ah. 

STENTORPXION—Stdn-tor-phon. 

SUABE—Swahb. 


iSg 

T. 

Tibia—T fb-r-ah. 

Tierce—A s in fierce. 

Tr AVERSO —Trah -v£ir-so. 
Tremulant—T rem-u-l^nt. 

Tromba—T rum-bah. 

Trombone—T r6m-b(5ne. 

Tuba -Tu-bali. 

U. 

f 

Unda —Un-dah, or {more Romano) 
06n-dah. 

V. 

Vl BR ATO — Vf- brj£h-t dh. 

ViOL-Vr-dl. 

V X 

Viola—V i-o-lah. Frequently pro¬ 

nounced Ve-<5l-ah. 

VoiX— Vd-ah . 

Vox—Vdx, or {7nore Romano) Vox. 

W. 

Waldflote— Vahid; seeFLoTE. But 
in England the w is generally 
incorrectly rendered more Ang'ii- 
cam: Wahid. 

Z. 

ZartfLoTE— Tsart; see FloTE. 
Zauberflotb— Tsow (as in Row) 
b^hr; see FloTE. 
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LIST OF SUPkSCRI BFKS 'I'O I' lKS'I’ lUX'riON. 

Smral natm twn nceimd lak for 


Abbott & Smith, Organ Builders, Leeds, 
Adler, G., Uxbridge, ^ _ 

Agutter, B., Mus. D., F.RX.O,, 

Norwood. 

AiNSCOHGH, tL, Orgau Builder, Preston, 
ANDREW, W, R,, M.A, Barrister and 
Organ Builder, London. 

Andrews, J, Warren, New York City, 

U.S.A. .. , 

Andrews, W., Organ Builder, Bradford. 
Tw0 Copus, 

Anshwoeth, W. M., Liverpool. 
Armstrong, Rev. Canon J,, Castlerock, 
Ireland. 

Asher, J, t)., RByb 

AsriLKvj G. JL, B.A,, F.Gld.O., 

Bettws-y-coed. 

AUDSLEY, G. A., LL.D., F. R.LB.A., 
Architect and Organ Expert. Author 
of“ The ArtofOrgan Budding.” New 
York City, U.S.A. 

Austin, J'., Kmiston, Wellingborough. 
Austin Organ Vm,, Hartford, U.S.A. 
Avery, Bk K., Skeltuadn-Clevc. 

Ayrb, j. B., St. Jahn’.Sr, Newfoundland, 
Axe, a. C, York. 


Bailey, W., Organ Pipe Manufacturer and 
Voicer, Manchester. Two Copm, 

BAKm, PI. J., I.S.M., F.S.Sc., Hornsey. 

Barer, W. H,, Isleworth. 

Balfour, J. M., Glasgow. 

Bambridge, W. S., Mus. B,, F.K.A.M,, 
Marlborough College. 

Barckhoff, C., Organ Builder, Pomeroy, 
Ohio, U.S.A. 

Barker, W. H*, Bow. 

Barnes, Rev. I. P., B.A., Ballycastle 
Vicar^e, Co. Antrim, Ireland. 

Barker, F., Jun., Thirsk. 

Barr, W. A., Exeter College, Oxford. 

Barrett, J., Bristol, 

Barter, R. W., F.R.C.O., Northampton. 

Bath, W. E., Plymouth. 

Baxter, B. A., London. 

Baxter, F. N., Mus. B., F.R.C.O., 
Tetbury. 

Bedwell Sc Sons, Organ Builders, 
Cambridge. 


BifiOWEi.L, IL A., Organic of St. ICdwardd, 
(jainhridge. 

Belgher, W. K., M.A., A. K.('. M., 

K. K.C.O., Organist of SI. A5japli 
Cathedral. 

Bennett, G. J*, Mus. I)., F. R.A.M., 
F. R.(bO., Organbil of Lincoln Minniei, 
Benson, G., Orgjm Builder, Manchester. 
Berry, T., Mus. B,, Glufigow. 

Be VAN, Rev. K. (b, Tunbridge Wcllro 
Bevington Sc, SoNU, Organ Bulhlcm, 
Jamdon, 

BEWERtiNGE, Rev. lhu>F. (I., Prole;an 
of (Jhtirch Musical Maynooih <!tdlego, 
Irelaiul. 

Biekoic, Rf.v. j. G , F.A.GhLO., ()e;u) of 
tin: Penuv Cha,pter A GhLO,, Phila, 
dcipliia,, U.S.A. 

Binns, j. j. Organ liuilder, Leeds, Two 
(JopiOV. 

B INSTEAD, W., Worthing. 7buf Copm, 
Birchi, j. J., Birmingham. 

Bird, Ke\g J. J, S., Bath. 

Bidhor, G., A.R.fbO., Leicester. 
Bromley, J. W., Solicitor, 'roihnorden, 
Bi-YTH, C.j Richmond, Surrey. 

Boi.dison, IL, Stocktornon-Tees. 

Pa>ND, 1C Heddon, M.A,, F. R.Cbf)., 
I ^earning I on. 7 wo Copies, 

Booth, G. F., Liverpool, 

BoTWooD, (b W., U.Sg., I).D.S., IBlIl, 
F,R.S.L., Surget)n-d)enli‘(t, York, 
Bowdi.ek, (J., M.A., Id^.I)., Mun. B., 

L. T.C.L., Cainberley. 

Brailheord, R. MoG., Wokingham. 
Brennan, C, J., Mun, B., F.R.<bO., 

L.R.A.M., Organist of Belfa.st ( ’athc* 
dral, 

Brbntnall, H,, Precentor, Military 
Church, Cork. 

Bridge, J. C., M.A*, Mus. T)., Pkarainer 
in Music to the Universities of London 
and Durham, Organist of Chester 
Cathedral. 

Briggs, J. W., Boston, U.S.A* 

Brindley & P'ostbr, Organ Builders, 
Sheffield. 

Brindley, C. F., Sheffield. 

Bristow, C. B., liartlepool 
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Brownr k Sons, F, H., Or^an Builders, 

(!aiiic:rbnry. 

Bkownk, I. I.KWis, Mils. I)., Atlanta, 

U.S.A. 

Hhyoon, F. C., A.R.C.O., York. 
llt/NNif/rx, K., Muh. D., F. U.C.O., Cor- 
jiorai.ion Orj^'uust, Norwich. 

Boroicss, F,, F.S.A.Scot., Director of 
Flainsoni^juKl Mediaeval MusicSociety’s 
(dioir, London, 

Huk'I'on, W. J., Organ Builder, Win¬ 
chester. 

Jit I s 11 R 11)0 E, Rev. V, A., M*A., London. 
7'iV(j Copies. 

litj.siJY, W. N., Buxton. 
lluiT, J, R., Lynungton. 

Calvert, J, W., Shipley. 

CAMiiRiiKiE, F., Mus. B., Croydon. 

Lamj', j. S., Ihutford, Q.S.A. 

< !amim?eli., J. F., A.R.C.O., Ramsgate. 
CAKf,, W, Director of the Guilmant 
< )rgau School, New York City, U.S.A. 
Carpenter, T., Leamington. j 

Carr, K., London. 

(aARTEK, ('. F,, F.R.C.O., Hornsea,Yorks. 
(.Ia.savant IDikitES, Organ Builders, St. 

11 y fudii t h, (^)ueht;c, Canada. FourCopies, 
Chandler,]. D., F.R.( 10., Wokingham. 
CuLiHDi.M, A. J., London. 

Cdark, W, a., Birmingham. 

(‘lieedrd, K., York. 

Ci.nftDH, j. IL, Slupley. 
roHH, C. F., M.A., Sometime Member of 
tlie Board of Musical Examination of 
Cambridge University, Junior Bursar 
of Trinity College, (aimbridge. 
Compton, J. IL, Organ Builder, Wood- 
l)oiough Road, Nottingham, Two 
Copies. 

(loNAftUER & Co., B., Organ Builders, 
Huddersfitild. 

Cooper, (1 A., London, 

Cooke, (1 K,, Harrogate. 

CopEi.AND k Son, J. P., London. 

CoVEV, N. j., Detroit, U.S.A. 

(’OVENEY, S. L., A.R.C.O., A.T.C.L., 
I.S. M., Dover. 

Crackel, H., F. R.C.O., Masbro’. 

Craft, j. W., London. 

Ckoft, Rev. J, B., M.A., Priest-Organist, 
St. Matthew’s, Westminster. Two 

Copies* 

CeOSSLEY, B. C., F.Gld.O., Rochdale 

Dagger, IL, A.L.C.M., A.T.S,C., Skip- 
ton-in-Craven. 

Denton, J., London. 

DesfaEI), j., London. 

DeYBS, S. F., Cardiff. 

DiCKSBE, Prof. L.^ R. , Mem. Com. F.C. A., 
Haverstock Hill. 


Diggles, T., Organ Builder, Manchester. 
Ding, J., Nuneaton. 

Dixon, G., M.A., St. Bees. Two Copies* 
Dixon, R., A.R.C.O., York. 

Dolbeare, W. H., Voicing Expert, Kendal 
Green, Mass., U.S.A. 

Dold, F. L., London. 

Domaille, C. H., Guernsey- 
Downes, P, W., Stepney. 

Drew, R. W., A.Gld.O., Bath. 

Dublin, The Library of Trinity 
College. 

Dunham, H. M., Boston, U.S.A. 
Dyster, A- E., A. R.C.O., Goodmayes. 


Ebdon, R. a., a.R.C.O., Ottery-St.-Mary. 
Education, Library of Board of, 
London. 

Edwards, T. D., Pontypridd. 
Einsiedeln, His Grace the Prince- and 
Arch-Abbot of; The Most Rev, 
Father Columban Brugger, 0-S.B., 
Switzerland. 

Elliott, H., Pinxton. 

EveneTT, j. R., Organ Pipe Maker and 
Voicer, Stoke-Newington. 


Farrer, The Dowager Lady, Idlerocks, 
Stone, Staffs. 7'hree Copies. 

FelgemaCHBR, A. B., Organ Builder, 
Erie, Pa., U-S-A. 

Fenwick, j. O., York. 

Ferme, Miss J. E., Haddington, N.B., 
Ttm Copies. 

Finch, Rev. F. C, M.A., St. Alban’s 
Vicarage, Noitingham. 

Fisher, C. R., Mus. D., F.LG.C.M., 
Charlotte, N.C., U.S.A. 

Forster k Andrews, Organ Builders, 
Hull. 

Foster, W. Wilson, Peterborough. Two 
Copies* 

Fowler, A. E., Boston, U-S.A. Two 
Copies* 

Fresb, G., Louisville, Ky., U.S.A. 

Freshwater, F. F., Newpon-Pagnell. 

Frew,R. F., Mus. D., A.R.C.O.,Glasgow. 

Fricker, H. a., Mus. B., F.R.C.O., City 


Organist, Leeds. 

Frye, F. R., Mus. B., F.R.C.O., 

Chelmsford. 

Fuller, C. L P., F.C.S., Harwich. 


Gatenby, j. B., A.R.C.O., Compstall. 
Gatbr, H., B.A., Mus. D., 

L.MUS.T.CL., Dublin. 

Geake, H., Dundee. 

Gern, a., Organ Builder, London. 

Gibbs, H., Kentucky, U.S.A. Two Copies* 
Golding, W. K., London. 

Goldsmith, E. VV., London. 

Goodrich, F. W., Redhill. 
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Gordon & Gotck, Londcm. 

GoTT, C H., C. E,, Bradford. 

Graham, H. P., Leytonstone. 

Grant, R. M., Orange, NJ., U.S.A. 
Gratian, J. W., Organ Bwlder, Alton, 
U.S.A. 

Gray, A. W., Tottenham. 

Gray, Lt.-Col., M.A., LS.C., Bedfor^ 
Greoory, G. H., Muh. B., h.RX.O., 
Boston, Lines. 

Griffen & Stroud, Organ Builders, liath. 
Griffiths, J., Stourbridge. 

Griffiths, R. E., Solicitor, Merthyr- 
TydHl. 

Grindrod, B. R., Organ Builder, 
Rochdale. 

Grindrod, J. T., M.A., Blackpool. 
Guthrie, E. P., F.R.C.O., Stamford, 
Lines. 


Haggis, F. C,, A.R.CO., Thornton 
Heath. 

Haines, F., L.R.A.M., Bandmaster ‘‘The 
King’s Own,” Pirbright. 

Hall, G., Croydon. 

H ALTON, H. J., St. Ives, Hunts. 

Hamilton, C. & F., Organ Builders, 
Edinburgh. 

Hardy, J. N., Mus. B,, F.R.C.O., 
Organist of Wakefield Cathedral. 

Hare, H., Mus. B., F.R.C.O., A.R,C,M., 
Great Yarmouth. 

Barker, F. J., Coventry. 

Harrison & Harrison, Organ Builders, 
London and Durham. 7Vw CV/zVr. 

Harrison, T,, Bishop’s Siortford. 7 tw 
Copies, 

Hart, ¥, T., Sidmouth. 

Hasklden, W. H., Wandsworth. 

Hawkins, A. G., Winchester. 

Heins, J. W., New York City, U.S.A. 
T\(/cf Copies, 

Henry, Rev. Bro., O.S.B., Painsthorpe 
Abbey, York. 

HersaNT, M., Holloway. 

Heslop, R., Organ Builder, London. 

Heywood, j., Birmingham. 

Hickson, T. H., Birkdale. 

Hill, Rev. A. D., M.A., East Bridgford 
Rectory, Nottingham. 

Hill, C. F., Millwall. 

Hinkley, A. W., Dipton. 

Hinton, J. W., M.A., Mus. D. Author 
of “Organ Construction,” “A Cate¬ 
chism of the Organ.” Wandsworth. 

Hirst, A. L., Mus. B., F.R.C.O., East 
'fwickenham. 

Hodges, J., Ilkestone. 

Hoggett, T. j., Mus. B,, F.R.C.O., 
L.R.A.M., A.R.C.M., L.T.C.L., 

Lecturer in Music, Leeds University, 

Holland, J. H., Birmingham. 


Holt, J., Reed Organ Builder, Harborne, 
Birmingham, 

lIoPE-JoNEH, R., M J.K. K.,Organ Builder, 
Boslon, 

HorNIIY, W., Manebeater. 

HoUCHr, CoUNfULLOK R., |DN., Boltou. 
H()WH;[J..S, R.. Aberdare. 

Ilov/r.iNO, W. n., Wimblcflon. 

Iluoines, T. E., Organ Builder, Bradforfi 
HiHHUW, MlshM., Holland Park, Lombm, 
Six Copies. 

Hunter, J. B., Mini laud, N.B. 

Hunter, W. D., Brigjiton. 

Hushand, P., Charters Towern, Oueens- 
land. 

Huts, G. E., Stoke Newingion. 

INI), Major F. J. N., Jllley, Oxford. 
Ingham, A., L.R.A.M,, A, K.C.O., 

Dundalk, Irdaiul. 

Ingham, C. B., Eastbr)urn(L 7Vrw Copies. 
Ingham, IL 1C, Carnbridja*. 

Inman, H. IiIuh'i’on-, Yo»k. 7-wo Copies, 

Irwin, C. D., (diicago, U.S.A. 

TacksoN, H,, Organ Builder, Lineoln. 
Iagkhon, j. W., Mus. D., E.K.C.O., 
Jy.R.A.M., MaccleHiiehl. 
lAGKf'ioN, W. H., Organ Builder, Jarjkf.fui 
’ ville, tlb, U.S.A. 

I AN EH, S. J., Okebamplon. 

Jehohlt, H. a., K. R.<kf>., A.K.<'. M,, 
Taunton. 

Jekuome, H. a., Londfm. 

Johnson, P. E., Bedford.^ 

Johnson, T., Mu.h. B., Birmlnglmm. 
Jones, K., Llandudno. 

Jones k Sons, T. S., Organ Builders, 
Upper Holloway, 

Kakhi.eh, R., Croydon. 

Kavana(HI, W. B., New York City, 
U.S.A. 

Kkates, A., Organ Builder, Sheffield# 
Kellogk, j., Glasgow. 

Kent, N. B., Great Yarmouth. 7’w 
Copies, 

Kentish, G. C. A., Saundersfoot. 

King, C. J., F.R.C.O., Northampton. 
KiNGSiJfiY, Rev. W., M. A., South Kilving- 
ton Rectory, Thirsk. 

Kirkland, A., Organ Builder, Upiper 
Holloway. 

Kitsell, E. F., Organ Pipe Maker, 
London. 

Knight, H., Hampstead. 

Knowles, W. J., York. 

Lane, K. W,, Organ Builder, Waltham, 
Mass, U.S.A. 

Langley, H. J., P’.R.C.O., Sub-organist 
of Wells Cathedral 
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Lash, A. T., Poplar. 
lyAUtBiKi;, II. I 'Tipton, Slaflii. 

TavV'»on, IC. I L, ILC/I'., < Builder, 
yXbe^rdeen, 

).AV(!()CK liANNifO’P'.R, Or^an Builders, 
Kriphley. 

Pica, J. I*',, (na,p*<)“* 

I.EAvkk, 1C, A. R.().<)., DiunfricH, 

I.ER Si. Son, K., J<tr.sey. 

Pbiw, j. W., Sydney, N.S.W, 
lyicvKR, f. f., lleywood. 

Lkwis, j. iP, D.C.P., K.K.PS., Mus. I)., 
Warden of l.lu^ Ineorpotaled (luild of 
(dmreh Musicians, Piincipal of the 
Victori!U>ollep,eot Music, Twickenham. 
l.li.WAi.l., N. A.,‘ Hackney. 

PlNDSAV, T., Arbroath. 

PiNOARi), (P W., Mus. B., K.P.I.S., 
PdinimrBh, 

PlVERiaJOL, lOiEE PltlU.IC REKKRKNCE 
PiHUAKV. 

PoWE, R., (diorley. 

Pi/MSOAI.E, R. W., New Sheldon. 

Mackay, (C., Bookseller, Stirling. 
Maio:iiant,J. Pe, Oigan Builder,Torquay. 
MAirr, S., AVc.hitect,, 'Pufnell Park. 
Ma'C'I’IIEWS, (P, 'IVuro. 7we Qf/f/i'S. 

M A'l'TiiEWi;, J., K.P.M. I teden, 
(pHu’tnu'y, 

M ELM NO, W. P., Radcline. 

MoPeod, R., Ivlinburgh, 

Mioiiaei.!;oN, M., Sydenham. 

Mieeek, j. R.tOrgEn Builder, Dundee. 

M 1 i.idNd'l'oN, R. A. W., P»rad(ord. 
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Mi/Dld.E, IP Organ Builder, Hove. 

MtiRUAY, Ven. Arohneacon, M.A., 
D.D., St. Mary’s Rectory, Belize, 
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Miis<»RoVE, (P» Biltmore, N.P., U.b.A. 

NKK.n.AM, H. A., 

NEWRBtK, P. P.R-A.M., A,K.C.M., 

Sunderland. . , i, i 

NoKliiiKY, J., Treasurer «f 

e.illcHC (if I )rijaniKls, Author of Ihe 
Kisl. o’ Whistles,” London. _ 
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Norwich. ,,, 

NieikR^’NN & (P)., Builders, 

Worcester. 7wo Copies, 

NicoLt E., Pert hr 


Noble, T. Tertius, A.R.C.M., Hou. 
F.R.C.O., Organist ami Master of 
the Choir, York Minster. 

Nuthall, B,, Kingston-on-Thames. 

O’ Dwyer, R., Dublin. 

Oldknow, a., Organ Builder, Jersey. 
Olver, F. Slade, Concert Organist, 
W. Virginia, U.S.A. 

Page, A., F.R.C.O., Examiner to the 
Nottingham. 

Page, C. W"., Lincoln. 

Parker, E. F., R.A.M., Blairgowrie, N.B. 
Parker, H. D,, Fakenham. 
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Palmer, C. Charlton, Mus. D., 
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Passmore, C. F., Mus. D., L. Mus., 
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Payne, O. W., Wandsworth. 

Peace, A. L., Mus. D., F.R.C.O., 

Corporation Organist, Liverpool. 
Pearce, W. Birkenhead. 
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Porter, IP, Barrow-inT'urness. 

Powell, S., L.R.A.M., PS.M., Cert. 
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York City, U.S.A. Three Copies* 
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Read, H. V., A.R.A.M., Winchester 
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Richardson, H. P., F. R.C.O., A.R.C.M., 
Leeds. 
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SaWYKH, K. n,, BdfllHt. 
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SCAtim,(J.A., A.Mu.s,T. 0.L., Mafilrr, York 
Minster Choir Sdiool. 

ScilwiuiCMKK, F., Dean of llie I'a/ully ol 
Music, University of Denver, (lolorado, 

SEAW,'t*^o Organ Tuner, King’s Death. 

Skeale, j,, Ipswich. 

Shergolo, C. D., Cookham. 

SHKiMrroN, F. 0., London. 

StrAi'ER, A., Organ Builder, KadcliBe. 

Smith, F, W, , M. R. C. S. , L. R.C. lA t .ond., 
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Smith, G. H., Mus. D., Hull. 

Smith,}. G., 'Loughborough. 
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Sole, J. H., Organ Builder, hrernont, 
Ohio, U.S.A. 

Speight, W., Manningham. 
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Redruth. 
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ist at the Kurhaus, Aix-la-Chapelle. 

Stanskieij), F.. Dudderslicdd. 

Starmek, W. W., A.K.A.M., Tunhiitlge 
Wells. 

Stein, A., Organ Binlckr, Bahnnore, 

' ind., u.s.a: 

Stephen, T. L., London. C^^us, 

Stevens, F., Cradley. 

Stone, H., Bradford. 

STom, E, Organ Builder, Pans. 

Stroud, W., Bath. Y'wo Co/»^s. 

Sueur, P. Le, Mus. B., K.R.C.O., 
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Cathedral, Newfoundland. 

Swan, S., Mus. B., F.R.C.O., Tooting. 

Symils, F. a. C., Solicitor, Doncaster. 

Tayloi^, Baynton-, Rev. J. C., I.L.D., 
Bath. 

Taylor, S., Organ Builder, Leicester. 

Saylor, W. G.,'Bandmaster, Nottingham. 

Teggin, A. E., London. 

Telford, W. H., Mus. B., Organ Builder, 
Dublin. 

Thompson, Rev. J. B., Greenock. 

Todd, W. PL, Newcastle-on-Tyne. 

Tozek, A. E., Mus.D. (Oxon.etDimelm.), 
F.R.C.O., L.R.A.M., A.R,C.M., 

L.MUS.T.C.L., Hove. 

Truettb, E. E., Concert and Church 
Organist, Boston, U.S.A. 

Turner, H. D., Wellingborough. 


'I’uhner, W., A.CldMS.a, Htanwix. 
'ruKToN, IL M., Li'cdM. 
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Pinner. ,,, 

ViNGEN'r (V C(»M D. s., Organ Liuldm-., 
Snndfula.nd. 

Wag.e, G. A., t)rg;an Builder, I.uwe,'i(<»ll, 
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WAUe, j’. M., OaldiiuH. 

Wai.ker, W., Bookseller, Shehadd. 
Walton, C, Mancbeiilcr. 

Ward, Wl H., Carlton, Nolln. 

Watson, F., Darrogato. 

Wau'Son, IP, Mint. D., Majuumaler. 

Weuu, ip, Cholaca. 

Wedgwood, Mrs, A., lamdon. 
Wedgwood, M,rs. G., Idkrocks, htonr, 
Slall'M. 

Wedgwood, Miss M. W., Putney. //ira 
(Jo/j/a. . , 

Welfdiu), C. W., Barrow'-in-purnci.s. 
Witi,r,K, K. II., I.<'ii|! I'li'.''*’'-, 
Wttl.i.MTitAi), ll.i Oi'i'iui lluililcr, 
Wimborne. ^ ^ 

We.ti'erhy, D,, Mus.B,, IlRA^.O., 
L.Mus.T.C.r.., Middlofiborough. » 
WiiAK'i'oN, Ref, ( 1 ,, M.A. (Cantab. O 
Oxon.), iTeeeulorol Kadlc 7 College, 
White, f. Mar'iun, Balrmldery, Dundee. 
WiriTEiJiiv, D, tV H., Oigan Builders, 
Chester. 

WlliTElJCV, I- W., Art Organ C.o., New 
York, U.S.A. Ah/rr Co/m'. 
Wliri'AKKR, J. J., Carlton, Barnsley. 
Wigan BuiiLir: Liiirarv. 

Wii.KiNHoN & Sons, Organ Builderii, 

Kendal. 

Wilson, A. D., Hove, '/A/V'e 
Winder, W. O., Org,an Builder, SheBiehl. 
Winter, L. G., Corporation Organist, 
Worcester. 

WiNTERiiDTHAM, A., laite HuleorgatuM, 
Srnithwedl Minster, I'eterborough. 
Withers, j. W., King’r. Printer, St. 

John’s, Newfoundland, 

Wood, D. J., Mus. D., Camtaar, Mus. IP, 
(^xoiL, ICR.C.O,, Organist of Exeter 
(lathedral. 

Wood & Co., Ptd., J. Mark, (Basgow. 
Wood, Miss M. L., A.R.C.O., Douglas, 
LO.M'. 

WooDGOfUC, F. II., Cape Town, S.A. 
Woods, N. C., A.K.C.U., A.Mus.T.C.L., 
Blackheath. 

WoDirWARD, C. G., Los Angeles, Cab, 
U.S.A. 

WRIGHT, J. H., Bingley. 

Ybwen, G. D., Stratford, London* 

Yore Minster Organ Loft. 



EXCERPTS FROM PRESS REVIEWS, &c. 


TIMF.5. 

/l/'nnuutl A\ih<)\\*/,}i MitmialH and IIjuidhookH are seldom appropriafcely 

n*vi<'W<'.<l in n, pafxn* not, exeliiMivi'ly dc.voUul to muHieal HiihjectH, Hpace must be found 
for rtUMition of tlircn, r<!(‘,<uii,ly piihliidH^l, nJl of wbitdi ant of mil value , . . “A 
(lornpre.hojuuve I )i<d(iouai'y of Or^^iUi HLops,’' by Jaunts In^uill Wedgwood. F.S.A.Soot., 
ote„, iu far from luting ji t,ee,luii(tal list of the names of the various registers of the 
or;'}irii; it is iM‘,(*.urat(t, e-antfully c.ompiUtd, V(‘ry readabhi, and while invaluable to the 
organ stinlent, will l)(t tpiltn nsttfiil to Lius general reader.” 

THI; STANr)ARr>. 

“An <txe,(silent and coneiius work of the gnsjitcHt use and interest to organ builders 
jitid |)lay(srH. M’lus nuitt(sr is rellabhs, »ind wisll arranged, this plan of using viiriable 
typ<5 in'tins text to indieatts t-itops of greatc.r or less importance and those that are 
o'bnoiistts Ixsing at oncus ingtsnious and practical. The most important stops are well 
illimtratod by drawingn, and tins ({(sttiils ar<i carefully presented in a clear way, while 
it in <s!i!sy to nsaliius tho iinnusmas amount of i)ams expanded by the gifted author in 
vorifyin'j' tins pc,(snlijiriti<sH of tins pipes he describes. The preface, giving a sketch of 
orgiim (soinitnustion in gcsneral, is an additional feature of excellence in a thoronghly 
^gwd hook of r(‘for(sn<us.” 

rili: MORNlNd POST. 

“ An (sxc.olhsnt Dictionary of Organ Stops. StoiDS. English and foreign, ancient and 
modern, ans (hsncrilusd. J’ho (sompihsr has not exceeded the bounds of veracity in 
dc.ncrihing tins book as comprolusnsive.” 

Till? MANCflE5TI?R (iUARDIAN. 

“ VV<sll (imnworn to tins (hsiicriptiou of ‘comprehonsivo' in its title; there is probably 
no work in Jiny ln,npgnig(s tiiat (hsals with the subject so thoroughly and so com- 
p(stfsi)tly irm’ tre.jitmtsnt r>f it is, as lus says, ‘practical, theoretical, historical, 
fofsthnti'c, (styniologicuil, and phonetic.’ IDs writ(*rt about organ scops from the stand¬ 
point of artiiit and iicitsntint c.ombimsd. h’o a pnictical knowledge of organ building 
and all the iicmstitiric, (]ne.titionH involvtsd in it lus adds, ‘an acquaintanceship with 
<sv<sry iniportnut ori'an in tins (sountry ’ and Ji grtait many on the Continent, and a 
k(s(si( feeling for all tlus vari<sti(sii of orgnm touts. Disputed points in the modem 
tliens'y end prac.titus of orgiin building Jirts diHcussed expertly and temperately, ihe 
Imok may Ixs imrfstusrvtsdly c.ommoiuhsd.” 

Till! CHURCH TIMES. 

“ A work likts Mr. Wtsdgwood’n WJin most desirable, and we think that organ players, 
winm they ste,(s it, will at tsmus rtsc.ognisus in it the very thing they have long been 
hujking for. It in tins work of ii thoroughly competenc writer. It is full of inform- 
jition, toc.linical, histtsrical and gtiueral.” 


Till! YORKSHIRH HERALD. 

“Thin in ee,rtainlv oius of tlus most unique of Dictionaries. ... It represents a 
vast amount td Jiibonr, a great dcsal of careful investigation, and a mass of special 
Usehnical information, nmd a varitsty of literary, aiitiquarian and musical resources, 
nuit<s nsmarkable. . . . Mr, W(nlgwood, , . . who is a member of a celebrated family 
iind now f fornusrly 1 a wish known citizen of York, was for some time choirmaster and 
dlr(s<stor (!f the. milnic at All Saints’ Church in this city, and it was here that this really 
monunusntal work Inis lusen produced. The Foreword . . . is a high comp im^t to 
M r. W(sdgW(K)d from a very competent authority. Mr. Wedgwood has devoted many 
yesars to hit; suhj(s( 5 t, and he brings together in this volume a remarkable variety of 
ijp(s(shibned knowhsdgo,” 


THE (sUARDIAN. . „ u . . 

“ A visry lusrviceable handbook, which may be recominended to all who are interested 
in tins imbiksct. It contains a great deal of techiiical_information written from tot- 
hand kno'wledgo, chnirly stated and illustrated with useful diagrams . . . the 
volunui well fulfils its purpose. It describes in accurate detail the structure and 
voicing of tho pipes, explains, where necessary, the mechanism by which they t^e 
broCht iUo p/ay, and enlivenB the whole topic with son.e shrewd words of com- 
' rnentary and criticism,” 






THP «iHFFFIPIJ> DAILY TLLI^CiRADIL , 

wSwctl d«voU,H an nnlnr(,ainin,-.■■l.apl.nr lo Lin, ,,MainL ntnpn onnannn.ally 
found ill luid (ioiitinonlal orf,?iun<. 

. 

dovotod to rnsiiin Hubjindii, Dnqiiirion, P'b _ ,, ’ Itoiunu’oh tod, hi 

oWdJnr^ 7;’Mr/'w'^ooil'n i>'V.i.n pro.lnnLivn of nnl, 

alittlu humontr ... a l) 0 ()k winch ifl cxcollont in ovoiy wny, 

THE MUSICAL , I . volunnu itH auilior in wolMuiovvri ini MX 

the compilation of tliiH woik. | Wod'^wood writcn with no tiimdi 

technical as Huch, a tank niunt uocn^.inMirily oo, ivi, . vv f., Mfil 

S£';. =:t £’,» s;,i'K 

UBefiil volume." 

UaflmiK boon Ituovm an an oarnn,it, painiiLiidtiny'nnnl (.limning 

mmmmsm 

wLd; it, mntainn „.Iho dnucriptinn,, of nyory Itnown ‘‘'’I!''''' 

to<mth(‘r with narticularH of counirticLion, ncaliiiK and yon,up, , and hy vi/lioi n 
tn c Mornovm*, inntnincon of oiv.ann an^ rdy;m in whndi 

be found, no that 

of iho (woliitloii of oruan coUHtruction, ropU'dod iron) ii. t< iial point <»' m. 
Mr Wtuh'vvood liavinp: vinitc.d and I'xarnincd tho vutrioiin inntriinioiitn ridonod to 
hoVh in ih Hand on tho (Sontinont, in W(dl ontitlod to npm.h with authority 
/ Many (if tin. ntopn aro trc.itod of iitt (mnnidor.ithlo lonKlh : 

Sirring of HI oh Htor^H an tho di,.,panonn with thono niodorn (lov(d()pn)outn o tho 
Wr’H 1 ^ diaphonoH and Tihian of varioitn fonnn nnxturon, roodn a 

I claKH and in their rninnu.^ variotion. aro in tho mitturo ol (,xhaun ivo onnayn am 
cormtituto valuable contrilmtionn to tho litoraturo of jf'j.i 
oriran huildor’Hart. Modorn dovolopniontH and invoniioiin, niicl an thono ol lope 
.Jonen Norman, etc., ton(dhor w th tliono ol h.m roomnt dadm {m 

liill ilinhop WilliH, Cavailhi-doll, (d,c.), aro minutely, <mrofully, am , what nt mmo, 
lu<‘i(ily d’hc dcHcriptioriH, too, itre conHidcaably onliamuul by tho adclitimi 

of t'xcellent illuntrationn. Omi of th(» not leant valuable (oM,tiiroH ol tho worlj in the 
of the‘hihlmp-aphy of tho dowo^^^^^ 

and accurate knowlod<,m and lucidity of expronnion, Mr. W(<btvV(()d invuitn hm 
writing with a wealth of literary charm which miiJcoH Inn hook a phnmiiro to load, 
The vLme in 011(3 that cannot fail to be of tho utmont 

in or<ain mattern, whether an ojcecmtumtH or ImildorH, and wo have ((iiilnhuu.o and 
pleasure in lecommemling thin vjiluahle work to the porunal of all niich. 

MUSICAL OPINION. t i ,, n 

“If Mr Wedgwood bo a typical reproHontativo of the yonngor nchool of wrdorn otj 
muBioal subjects, we feel that the age of prjudoroun pneudo oarnpig m pa,Hniiig and 
is giving place to a type of scholarnhip whicii not only has tlio virtue of oxa<anoHH 
and accuracy of detail, but which u-Iko posminnoH the saving grace of tolorjUuon aiui 
humour. . . . The work . . . markn a real (•poiih in, the litoraturo of the orgam. It 
is not so much that it contains a great deal that is new to moat of un, hnt tliat it 

includes everything that is old. . . . i^r our own part, wm (uiniiot h(dti hudi^ 

the title of the work is altog(d,her inadequato. .It th a dictioiniry, and on>rtainly tho 
most exhaustive one in cixistenco, hut it is much more. . . . 1 he primuploM ^>f 
voicing are dealt with (probably for the first time) in detail We common I tho 
book to all lovers of the ‘king of instruments,’ and heartily do wo c,ongra,tulato 
Mr. Wedgwood on the success which has crowned his painstaking lahours. 
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the musician. 


Q misgivin'^ the reader^ maj erperience in approacMn® a treasise on Orgma 

otowill soon way to guiie anoiher sensation.. . . Areal gai.s, to the xansiriAn’i 
lil^arary. ... A well-written, Inminons accotmt of ail the cniei ^iixts cf . . . 

Mr. Wedgwo-od has handled his somewhat diffienlt snbfeet with cosiaider* 

mastery and conspicuous mteliigence.” 

Do. Second Notice (by DR. CHAS. W. PEARCE). 

'X'iie name Wedgwood having b^ome famous in connection wisli * stap-nomertcl*- 
tuire^’ it was really only natural in_the ordinary seqnence cf thinsrs :o expect in.a 
'W'oll-known name to appear on the title-page of the fesi Ssop-Dietionary worth’,' is 
foe so called) as author. The Dictionary has been carefnlly planned, and ia’ine 
resxilt of wide reading. . . . Mr. W’edgwcMjd’s steicli of the ceTelopmest >af asdem 
T>'i3apason tone is exceedingly good. . . . Perhaps no writer hm expinined *s ciaary 
a,s Air. 'We^wood_^ the advantage to be gained by leatheriiig the el 
pipes. . - . The Diaphone receives adequate description fci the fra: nnie in. a 'SKxk 
of this kind, . • • K.eed pipes . . . their coastrnciion and sarefnl treatz-eat . . . 
Sire very capitally described. . . - Here, again, the iliasrrarlvtf wrod-crts are «*- 
ceedincrlv good, and help in a large measure to make evervthiug plaia .mi stratcht- 
foirward.*. - - I honestly describe this Dictionary, no:'’ ciilj’“as a reck v»h;ch m 
in every sentence thoroughly up-to-date; it is all this, ai.d yet it is written with » 
■reverent regard for everything great which has beea predueei in the ^ A beck 
so clearly written and iilusferated, so Inipersoaal. and so -fahrie rughs 

t o foe in the hands of every organist end organ builds.” 

the OROANIST AND CHOIRMASTER. 

This latest addition to the Vincent Music Compsuy * ^aiusrle Xeyi-tocka :a 
certainly not the least noteworthy among a series which ia reu:.irkAl;> icr iis 
accninulation of specialized knowledge. Mr. Wedgwoods Diyricuir.; mus: haje 
co 3 t him several years of continuous research and invesiiguiiiu nr i ue is tc te' 
coii^ratulated upon bringing his labours to so successful a ccucusjiu. We m~ 
cormnend all who are interested in organ matters, either as cu:-i£rs._ u’ijap. 
tesachers or students, to procure a copy of tMs work, auj is study ii^issiiurusly, 
Ttiev will be amplv repaid. Apart from the excellent iXusuratious xierusc-i«‘« 
ffneat value) they will find everv stop, whether English cr foreign, orsc.ete uicdsrm 
or exDerimental, described at length, not in. the hull, uuiuterasiiag style 
mi-erht expect to fi.ud in a ‘ Dictionary,' but with cousiaeiabie Jierary cUarm auu uo 
little skill- The work is eminently readable, and the author s^ms pertecs.y un¬ 
biassed and impartial in his Judgment.” 


Weiuikg in the Correspoudenee Columns'* of Mmiml Opimism, MR- ALSERT 
HNOHAM. L-R.A.M., AR.C.O., speaks of the in lae fzlltwiug ^terms:— 
««. A work which every organ lover must have. It coutains more i^irmatiru ibsus 
peculiarities of various stops than ail other works put together, b^iisa ;«ag 

ii,p>—to-date. ’ ’ 


The RT REV. THOAIAS B 0 S 5 ART, D.D., O.&B., Prisce-Abbz: si Ek 

tendered the hearty thanks of his Comnirmiy for the •■hkhlT mpp. -^ 

Switz., tena excellent ” Dictionary. (The rmsteae;!! org.ia, raj-t saher 

tfaS^dTreedL^f the dnthor’s friend, the late Rt. Bey. Prince-Aotet, a freiaeat.j 

r-eferred to in the course of the book). 

M JS ABBEY, Facteur d’Orgues d’Eglise, of Versailles, Fran*, refers to the 
IDictionary as a “ very interesting ” and ** useful work- 

y-ACAi/AMT' I=?I?FI?ES of St Hvacinthe, Qael»c, Canaia, mtis: “Wt 
MM- CA5AVANX , -.y-ijAci nf vour mterestino’ DietionikrT of Organ btrps m 
fcta^ve duly received the c<m . e J no organ builder, ori:ani>t, ox studeni 


collected a fund of i^ornmuon xelm^ esseniiai to every organist. . - ^ 

laxociuced a work that is not omy cKawti inuch llierarv power and no 

E-as thoroughly-^mastered his ^ exhibited i most commsuiAoIft 

SShofgi fiaT^eySf bniiaer the craait of his tnyentt^n. 
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BY 
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“ Voice Exercises for Boysf being a practical Appendix to these suggestions can be 
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E. G. BENTALL, 
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Theoretical Works and Music Text Books, 


Elementary Kar-Tratalngr .. a 9 

Rudiments of Musical Knowledge. C IV /•ianr 1 

Rudiments of Music for Choirs and Schools .. .. //amy /!Xo 

Manual of Sight Singing, Part 1. Paper Cover, Is., Cloth, Is. M./'■,/. ® 

« ^ Paper Cover, ISe, Cloth, is. Od. 

Graded School Song’-Book, ' ” 

Designed for use with The Manuitl of Sight Sindng. ten oart* 
each 2d. Complete in Paper Cover, Is. 4(h, m Cloth, tsl 

Choral Instructor for Treble Voices . c FhJLt n 

Now-Century Pianoforte Method. ’ g 

School of Arpeggio Fingering (Practw^^ .. s\ MvmouHi i 

Harnaony, DJatonlc and Chromatic . C fZJJ/ t 

Tonality and Roots . A / rZJZ\i T 

Students* Counterpoint. '* i'iv /Zr , I 

Composers’Counterpoint . t... z 

;; > ! 

:: I 

Musical Memory and Its Cultivation .. .. Vnii'c s hm a 

Voice Culture .. .. .. .. . £ 

Hints to Singers.. . . . J " " n 

300 Examination Questions. [. '.'.a ManrMnTv ? 

& 4 *i»ir,!s.rrar, j 

Vocal Exercises for Choir Boys .. .. ]; l/NBaVJZ a 

•• 0 , 

M"atrfrTe»"®“*:: 

Memorizing M^op and Minor Scales .. FA'cilrZ n \ 

Rudiments of Vocal Music . T / L // . J/. n i 

y^al Exercises on the Old Italian System *. A' f; 2 f 

The Bra^s Band and how to Write for It .. c 2 1 

A History of Music . . .ir f, | 

Studies fn Musical Graces .. .. J.’ ;; “ 9 ^ 

Keyii®DitS? Harmonize Them " :: :: a. | ^ 

What Music is .. . n ? S 

"«is&Wn»r-'-.“ ■■■■ •■■■ 

MSI Mol ■■ 

fh^°nXp^„'klb?eS^Book ■■ '■■ •'■ ? “ 

Graded Score Reading (C and G Clefs) '* ” ^ Kudd i o 


.S', Myf rufouj^h 3 
.. C. Vim'€*it 3 
A. /, Oreeniah l 
C. IV. Pearce 2 

, M „ Z 
J, lium/rey Aytyer $ 
.. C. P*iftceni l 
M. P:. P. Ze^er 1 
.. R, /. Roive 0 
I* Ted. C, P/thm 3 
.. ^ A.Prt^e 2 
Guide Porpofu 3 
/v‘. T. White 0 
A, Maitgehdor^f i 
J. G. Rach (lach 4 
.. J*\ C, Raker i 
R\ N, Baxter 0 
E. G. Renta/i 0 
0 

C. IV. /'eari.e 2 
.. X Jl/ht;^dev 3 
Paid Steevui}: 3 


C. Sout/uytte 0 2 
A'. G. White 2 0 
■ C\ Virmni 2 0 
E. J>un( an 2 6 
Ju. Emides 3 0 


.. .. H. Duncan 3 

.. Duncfm Mume 1 

" r ? 

.. t.j.Rremmn i 

,. C, W. Pearce 2 
r tP’ J* i'Wedgtmad 5 
A Bumfrey Anger each 3 
. * E» C, Field Hy de 4 

.. 7 komas Keily 0 

.. Robert .Simmons i 
f Pearce 3 
Woodrow ^ Rudd i 


>|S ^.> r /• •/* 

•• •• R•/’bta^ayer e&ch 

'A.,.;* •• *: Fred. G 6 kin n 

i,yiotn boards, 3s.; ump covers, 2i. 6d. 
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